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Abhinavagupta is generally considered to be the 
greatest of the many Indian writers in the field of 
poetics. The breadth and profundity of his intellect, 
and the originality and brilliance of his critical 
insight, entitle him to a distinguished place in the 
ranks of philosophers of aesthetics of all lands 
and all periods of history. 


This tenth century Kashmiri scholar advanced 
ideas in every way as interesting and sophisticated 
as those propounded by Aristotle, yet his work is 
virtually unknown in the West beyond a very 
small circle of Sanskritists. It is to remedy this 
situation by making some of the central insights 
of Abhinavagupta available to literary critics and 
the interested layman that the authors offer the 
present volume. Most of the material they present 
has never before been translated. 


The introduction is meant primarily for students 
of comparative literature and the general reader. 
The body of the work is divided into two parts. 
In the first, the authors examine the various in- 
fluences which went into the shaping of Abhinava- 
gupta's philosophy of aesthetic experience, a unique 
synthesis of original insights into traditional Indian 
poetics with the Saiva philosophy of Kashmir. They 
deal with such problems as: the nature of obscenity, 
the aesthetic enjoyment of tragic literature, the 
nature of poetic imagination, Tantric rituals as 
drama, and, above all, the relation between ima- 
ginative experiences and transcendent mystical 
experiences. In the second part of the work, the 
authors reproduce and translate everything written 
on the subject of $àntarasa (“the aesthetic ex- 
perience of tranquillity’) prior to Abhinava- 
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FORWORD 


I have great pleasure in writing a Foreword to this book by Prof. 
M. V. Patwardhan and Mr. J. L. Masson and in introducing the latter whom 
I have known intimately for some time and who was struck me with his flair 
for Sanskrit and its cultivation and for the literary study of Sanskrit liter- 
ature, qualities which, undoubtedly, he has imbibed from his chief teachers 
L. Renou of the Sorbonne and Prof. D. H. H. Ingalls of Harvard. His asso- 
ciation with these two scholars explains his association with me. 


= 


This monograph is on Santa Rasa and Abhinavagupta’s aesthetics as 
it emerges out of the philosophy of Rasa as expounded by him. It stems out 
of my Number of Rasas which at the time of its first appearance in the middlc 
of the forties, was the first detailed exposition of this important subject. In 
that work, | had also offered a critical edition of the section relating to the 
Santa from Abhinavagupta's commentary on the Natya Sastra. Naturally, 
while the material given in the present study has already been known, the 
treatment of the authors has given it a freshness, illustrating the principles of 
novelty elucidated by Anandavardhana in Uddyota IV of Dhvanyaloka. As 
Max Muller said, at every stage, a fresh study of a branch of knowledge is 
required. In the introduction, as also in the main part of their work, the 
authors have traversed a wide ground in respect of literature and response to 
it, and on the background of the latest writers, critics and philosophers in 
the West and the attempts of a few of them to interpret or understand the 
contributions of the Sanskrit writers, they have highlighted some of the most 
important ideas of Anandavardhana and Abhinavagupta. The thought of 
these two masters of Sanskrit literary criticism, particularly of the latter, is 
examined on the background of their school of philosophy, Kashmir Saivism. 
But as they go, the authors take in their stride many other related concepts 
which involve parenthetical treatment; added to these are the very large 
number of references to works and authors, but the reader should be able to 
follow the main theme of the authors namely the conception of Rasasvada as 
elucidated by the two great aesthetes Anandavardhana and Abhinavagupta. 


It would not be possible to fall in line whith the authors on some of 
the literary judgements that they have passed on Sanskrit poems and plays, 
e, g. those on p. ix of the Introduction. Also in some contexts of textual 
interpretation, the authors have expressed their disagreement with earlier 
writers and have given their own interpretation. However this is not the 
place to enter into discussion of details. 
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Not only does the study in the following pages show the extensive 
reading of the authors, but it also expressly mentions a chain of further 
studies, connected with the present one, which the authors have prepared. 
As a member of the Indian Advisory Committee of the American Institute of 
Indian. Studies, I am pleased that a Grantee of the Institute, one of the 
joint-authors of the Volume, has done remarkably well on his grant-programme 
in India. Quite a few of the younger generation of American scholars are 
engaged in pure Sanskrit and Sastraic studies, and by assisting them, the 
Institute is giving a fillip to Sanskrit studies. 


20-0-2969 
Madras. 


Vijayadasami 
| V. RAGHAVAN 


PREFACE 


The present study grew out of a much larger’ work, that the 
authors are presently completing. We have both been long interested 
in Sanskrit literary criticism, Professor Patwardhan has taught 
the Divanydluka aud the Féasagangadhas over a period of fifteen 
‘years to students in Fergusson College. Mr. Masson has translated 
and annotated the Dhvanyáloka and the first chapter of the Locana 
for his Ph. D. thesis at Harvard. 


When we met we discovered a deep mutual interest in. Abhi- 
navagupta's Locana, the greatest Indian work on aestheties, but 
a text so dithicult that even the Pandits hesitate to teach it in the 
Pàáthasalas. We began meeting twice a week for 3-4 hour sessions 
to read and discuss textual difficulties in the Locana. We soon 
found that we shared nearly identical views on the major problems 
in this work. Gradually most of the textual mysteries began to 
yield up their secrets, and we decided to translate the entire 
Locana as a joint work. 


The section on &ántarasa was originally to have been an 
appendix to this three-volume annotated translation. But we found 
that so many issues in the Locana had a direct bearing on the 
problem of santarasa that it really required a more extensive and 
separate treatment. Especially in reading the sāntarasa passage 
in the Abhinavabhdrati, a text of notorious difficulty, we found that 
our readings in the Locana were a great help to its elucidation. It is 
primarily as an aid to understanding this séntarasa passage of the 
Abhinavabharati thut we are publishing the results of our research 
We regard this us an introduction to our translation of the 
Dhvanydlokalocana which will be published along with the Dhvanyd- 
loka in the Harvard Oriental Series 


It is a pleasant duty to thank those who have helped us: 
Mr. Masson first read the Dhvanyaloka with the late Professor L 
Renou in Paris, who maintained a lively interest in Sanskrit literary 
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theory and urged on him the necessity of doing serious work in 
this field. Professor V. Raghavan was kind enough to read with him 
daily the fourth Uddyota with the Locana. His pioneering work, 
“The Number of Rasas”, and his magnum opus, “ Bhoja’s Srngára- 
prakasa”, provided much of the stimulus for writing the present 
volume. Professor D. H. H. Ingalls read Mr. Masson’s translation 
of the first and fourth Udilyota of the Dhwenydlok« and made many 
valuable suggestions on method which we have followed here 
Mr. Masson also wishes to thank his old friends, Professor B. K. 
Matilal of the University of Pennsylvania, and Professor K. Bhatta- 
charya of the Centre Nationale de la Recherche Scientifique in 
Paris, for stimulating discussions over the past years on many of 
these very topics. Several Pandits of the Deccan College have 
always been very happy to discuss many of the issues with us. We 
wish to thank especially Dr. V. W. Paranjpe and Pandit Srinivasa- 
shastri for their help. Mr. R. P. Goldman from the Sanskrit depart- 
ment of the University of Pennsylvania helped us to clarify many 
of our ideas on Sanskrit and general literature while reading the 
entire work in manuscript. We wish also to thank Mr. J. Losty 
of the Sanskrit Department at Oxford University for reading 
through the work and making numerous corrections in the English 
text, and for his pointed questions. Mr. Masson wishes to thank the 
A. L I. S. for a fellowship from I968-69 which made this study 
possible by supporting his research, during which time the present 
work was published. It is a great pleasure to thank our good friend 
Dr. S. D. Joshi for his constant encouragement. Dr. R. N. Dandekar 
kindly aecepted the work for publication in the B. O. R. I. Oriental 
Series for which we are grateful. We wish to thank Dr. V. Raghavan, 
whose work in Sanskrit poetics is well-known to all scholars in the 
field, for writing the foreword to this volume. 

Finally, Mr. I. R. Walavekar and his staff very eiticiently and 
pleasantly saw this work through the press in the short time of 
two months, for which we remuin indebted to them. 


A. Bh. 


Ananda 
Avaloka 
BN 


B. O. R.I 


BP 
Bharata 
D. Al. 
DR 
Dandin 
Gnoli 


0. O. S. 
HC 
IPVV 


J. A. O. S. 


J. O. R. 
KM 

K. Mim. 
KP 
KSTS 
Kane 
Kaumudi 


Locana 
M. Bh. 
NS 
NSP 


ABBREVIATIONS 
( For details, see Bibliography ) 


Abhinavabharati, Abhinavagupta’s commentary on the Natya- 
sastra. 
Anandavardhana, author of the Dhvanyaloka. 


Dhanika’s commentary on the Dasarüpaka of Dhanaiijaya. 


Bhattanayaka, author of the lost Hrdayadarpana, often quoted 
by Abhinava. 


Bhandarkar Oriental Research Institute. 
Balapriyà commentary on the Dhvanyaloka. 
Author of the Natyasastra. 

Dhvanyaloka of Anandavardhana. 
Dasarüpaka of Dhanafjaya. 

Author of Kavyadarsa. 


R. Gnoli, author of ** The Aesthetic Experience According to 
Abhinavagupta ”’. 


Gaekwad Oriental Series. 

Hemacandra's Kavyanusasana ( with his own commentaries ). 
Isvarapratyabhijfavivrtivimarsini of Abhinavagupta. 

Journal of the American Oriental Society. 

Journal of Oriental Research, Madras. 

Kavyamala. 

Kavyamimamsa of Rajasekhara. 

Kavyaprakasa of Mammata. 

Kashmir Series of Texts and Studies. 

P. V. Kane, author of * History of Sanskrit Poetics”, 


The Kaumudi commentary by Uttuügodaya on the Dhvanya- 
lokalocana of Abhinavagupta. 


Abhinavagupta's commentary on the Dhvanyaloka. 
Mahabharata. 

Natyasastra of Bharata. 

Nirnayasagara Press, 


Pandey 


RG 
Raghavan 
SR 
Sridhara 


T. Al. 
VB 


VJ 

VV 
Vamana 
YS 

YV 


2 


K. C. Pandey, “ Abhinavagupta, an Historical and Philoso- 
phical Study”. 


Rasagangadhara of Jagannàtha Panditaraja. 
V. Raghavan, author of '* The Number of Rasas " 
Santarasa : 


Sridhara's comm. on the Kavyaprakasa, ed. by Sivaprasad 
Bhattacharya. 


Tantraloka of Abhinavagupta, in l2 vols. | 

Vijfianabhairava, with comm. partly by Ksemaraja, and partly 
by Sivopadhyaya. 

Vakroktijivita of Kuntaka. 

Mahimabhatta’s Vyaktiviveka. 

Vamana’s Kavyalankarasttra. 

Patanjali’s Yogasütra. 


Yogavasisth amaharamayana. 


INTRODUCTION’ 


A word on methodology :? Philip Rawson in a recent article on Indian 
aesthetics writes: “In fact I believe that in the field of aesthetics (as in the 
field of logic ) a great series of thinkers who lived in India and wrote in: 
Sanskrit between the fourth century A. D. and the thirteenth have put many 
ideas which must be brought into our present-day debates on art - ideas which 





l. It might be asked why we use the term “esthetics” in the title when surely 
* poetics” would have been more correct, since aesthetics is a wider concept, including 
reflections on the experience of the beautiful in all art forms, and not only in literature, 
This would be true were we to confine our attention only to the Dhranydlokalocana. But 
the Abhsnacabharati includes considerations of music and of dance as well as of litera- 
ture, and it is clear, even if nowliere explicitly stated, that Abhinava intends his remarks. 
on the nature of imaginative experiences in drama and poetry to apply to other art 
forms as well. If we were to sum up Abhinava's theory iu one phrase as * great art 
demands the transcendence of self" then we could surely apply this to music as well, 


2. We presuppose on the part of our readers a certain familiarity with the 
technical terms of Sanskrit poetics, For those who are reading about the field for the 
first time, we would recommend the following works: 


For a general introduction to Sanskrit poetry the reader cannot do better 
than read D. H. H. Ingalls’ humane study: An anthology of Sanskrit Court Poetry 
Harvard Oriental Series, Cambridge, ]965. The two standard works on Sanskrit literary 
criticism are : S, K. De, History of Sanskrit Poetica, Firma K. L., Mukhopadhyaya, 
Calcutta, ]360, and P. V. Kane, //sstory of Sanskoit Poetics, Motilal Banarsidass, 
Delhi, 962. Kane is better than De on textual problems, but less full on the actual 
theories. A concise but intelligent overview of the theory of suggestion can be found 
in an article by J. Brough, “Some Indian Theories of Meaning”, Transactions of the 
Philological Society, l953, Oxford. An excellent hook, which contains a very fine 
chapter on the theory of dhraniis K. Kunjunni Raja, Indian 7heortes of Meaning, 
Adyar Library and Research Center, Madras, 953. A clear account by a good 
modern Indian philosopher of many of the issues will be found in M, Hiriyana’s Art 
Experience, a collection of his essays on such questions as “Art contemplation”, “Art 
and Morality”, “The Philosohhy of Esthetic Pleasure" and so on, Kavyalaya 
Publishers, Mysore, I954. For those who read French, we would recommend the pioneer 
study of the Indian theatre by Sylvain Levi, Le Theatre Indien, reprinted with 
Reno's article, * La Recherche sur le théatre Indien depuis 890”, Paris, !963. The 
Introduction to R. Gnoli'a The Aesthetic Experience according to Abhinuragupta, Rome, 
J965 and now reprinted by Chowkhamba, Banaras, I068, is excellent, though readers 
might find the actual text difficult, K. C. Pandey’s two works, Abhinavagupta, an 
Historical and Philosophicul Study Chowkhamba, Banaras, I966, and Comparative 
Aesthetics, vol. I, Indian Aesthetics (both second editions), Chowkhamba, Bunaras, 
]959, are also likely to prove difficult, though both works contain much valuable 
information. The reader would also be well advised to read one or two of the texts 
in translation. Tbe most important work on theatre and on dramatic theory is the 
Natyaáütra (ca. 3rd century A. p.?) of which there is a new edition and trans- 
lation by M. GhosL, Manishu Granthalaya, Calcutta, I957. Available translations are 

( Continned on nezt page 
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we can use on works of art as one uses a can-opener on a can, to get at the 
meat. Their writings could extend our conceptual armoury ". While we 
agree with the sentiment, we disagree strongly with the method. In an article 
subtitled: “A Study in Indian Aeshetics ", there is no mention of a single 
Indian critic! One could contribute an entire negative bibliography on 
Sanskrit poetics which would illustrate the same fault: an insufficient acquain- 
tance with the basic texts of Sanskrit literary criticism. Instead of vague 
generalisations ( or reinterpretations such as are found in the special issue of 
the Journal of Aesthetics and Art Criticism on Oriental Aesthetics, Fall, 96$5), 
we need detailed studies? and especially translations into modern English of 
the major works of Sanskrit zsthestics. It is disturbing to think that there are 
no English translations at all of many of the most important works: the 
Vakrotkijivita, the Kavyamimamsa, the Ablinavabharati, the Dhvanyaloka- 
locana, the Vyaktiviveka or the Rasagangadhara.? There is no readily availa- 
ble translation of Dandin, or Bhamaha, or Vamana, and Anandavardhana’s 
Dhvanyaloka is sorely in need of a new and better translation. We know 
that the Indians have creative ideas on such important issues as “ the nature 


eo mca . ————M — 





Continued from previous page ) 

rare: The Dhranydloka the most important text on poetics will soon be published 
with a complete translation of Abhinavagupta's commontary, the Locana, by the 
authore, Meanwhile there is Jacobi's excellent German translation, Z. D. M. Q. 
no, 58, Leipzig, I902 and the translation into Englisb by K. Krishnamoorthy, Poona 
Oriental Series, Poona, I955. There is a French translation of RijnSekbnra’s Kavya. 
mimdmsd (Sth century), a fascinating and eccentric work, by N. Stchoupak and 
L. Renou published by Société Asiatique in ]946 that ir still in print. The second 
most important work on drama, though much later (l0Oth century) than the Nátya- 
Setra, bas been translated by G. O. Haas, The Dasaritipaka of Dhanamjaya : A Treatise 
of Hindu Dramaturgy, Motilal Banarasidass, Delhi, !962. A good translation of 
Mammata’s Káryaprakáóa (llth century) has come out by G. Jba, Bharatiya Vidya 
Prakashan, Banaras, ) 967. Mammata follows Abbinava very closely, though he is more 
conventional in his opinions. It is by far the best of the “text books” that became so 
popular in the Sanskrit tradition. Similar to it, and even fuller in treatment, 
though less interesting, is the Sdhstyadarpana of Visvanatha, translated by J.R. 
Ballantyne and P. Misra, Motilal Banarasidass, Delhi, )965. An excellent and 
readabla French translation of one of the later texts is Le Pratáparudriya de Vidyd- 
natha by Pierre Filliozat, Institut Francais d’ Indologie, Pondichery, ]963. 


l. “An Exalted Theory of Ornament ", published in Aesthetics in the Modern 
World, edited by H. Osborne, London, Thames and Hudson, ]968. 


2, Such detailed studies are to be found pre-eminently in tho works of two 
modern Indian scholars, V, Kagbavan, and the late Sivaprasad Bhattacharya. For 
details, see Bibliography. 

3. A four-volume work is soon to appear on readings from literary criticism 
throughout the world. One volume will be devoted to Indian Aesthetics. It ie 
being edited by B. K. Matilal of the Univeraity of Pennsylvania and will contain 
translations of all the major texts (excerpts only of course) by B, K, Mntilal, V, 
Raghavan, M. Ghosh, M. V, Patwardhan and J, Masson, 
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of poetic imagination ", “the dichotomy between learning and inspiration’, 
“ linguistics and poetics ", “ the tension between pleasure and didacticism ", 
** poetry and philosophy ", “‘ effort and spontaneity ", and so on. But what 
exactly did the Indian writers have to say on each of these issues? We have 
taken up one of these issues, Santarasa, for detailed discussion in this volume. 


Sàntarasa might be translated as “the imaginative experience of tranqui- 
lity ". It is an issue on which there exists some confusion. Edgerton was able 
to write, astonishingly, of santarasa : * ....that it is forbidden to use it in the 
drama; it is inherently opposed to the very nature of the drama ".! This isa 
simple misunderstanding of the texts. Such misunderstandings arise because 
many modern writers are not taking the trouble to see just what the Sanskrit 
writers on poetics have said. They are relying on secondary literature instead 
of going directly to the original sources. In this way errors only compound 
themselves. How will one be able to appreciate Sanskrit literature properly if 
one is unware of just what it is that a cultivated audience expected from its 
literature? And how can one know this, unless one reads Sanskrit literary criti- 
cism ? Here we must take sides in what seems to us a major issue concerning 
the proper method of understanding Sanskrit poetry: Professor D. H. H. 
Ingalls has written of A. B. Keith, whose two works, ‘‘ A History of Sanskrit 
Literature" and * The Sanskrit Drama” are standard reading in the field, 
“that for the most part he disliked Sanskrit literature." After illustrating this, 
Professor Ingalls remarks : ** What is unjust in these judgments is that not once 
does Keith apply the remarks of a Sanskrit critic to any of the Sanskrit works 
he is judging. "? Professor J. Brough, a former student of Keith, responds 
to this criticism by quoting a paragraph from Keith’s * History of Sanskrit 
Literature ", after which he remarks : “| have re-read this paragraph with 
close attention, but I have not been able to discover any hidden meaning in 
it; and I do not understand how such words could be written by one who 
“for the most part disliked Sanskrit literature.’ "? Professor Brough may 
well be correct, for it is perfectly possible that Keith did in fact like much of 
Sanskrit literature. But surely this is irrelevant. The point is not whether 
Keith did or did not like Sanskrit poetry ( since one can certainly understand 
something for which one does not have great admiration ), but whether he 
understood it or not. Brough does not answer Ingalls’ second charge, by far 
the more important of thetwo. Did Keith judge Sanskrit literature accord- 
ing to the highly developed canons of its own texts on literary criticism ? 





l. F. Edgerton, “Indirect Suggestion in Poetry”, Proc. of the American 
Philosophicul Society, vol. 76, {936, p. 704. 


2, An Antholoyy of Sanskrit Court. Poetry, p. 50 
3. J. Brough, Poems from the Sanskrit, Penguin, 968, p. 2). 
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Judging from his chapter on the theories of poetry in ancient India, one 
would guess not. He seems for the most part innocent of their more detailed 
doctrines.” This is an important point of methodology. Before we can 
judge or even appreciate Sanskrit literature, we must understand it. As I. A. 
Richards often remarked to his students at Harvard: “ We do not admire 
what we do not understand." No amount of theory on methodology will 
*help one to understand Sanskrit literature. There is only one method that 
counts : exposure to, and familiarility with, the texts. There is a perfectly 
‘straight-forward use of the word “ understanding " which is too often ignored 
„in the elaborate treatises now fashionable on “ methodology ” ( often, it seems 
‘to us, merely excuses for not dealing with the texts themselves ). The difficul- 
«ties of interpreting a Sanskrit poem are considerably less in India than in the 
‘West. The meaning of a Sanskrit poem is rarely subjective. Either you have 
- understood a verse or you haven't. In a traditional Sanskrit class, the Pandit 
-will ask a student after he has read a verse: artho jnàto và na vā,“ Have 
«you understood the meaning or not?” This makes it far morc easy to reach 
‘a concensus about a poem's worth in Sanskrit than would be true in English 
.literature.? When we read a passage in one of these Sanskrit texts we know 
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Ar l. For instance, on p. 386-397 of A History af Sanskrit [stevature, ( Oxford, 

i928) Keith is supposed to be explaioing the theories of Jagannatha’s Rasagaxrya- 
“dhara, but everything he quotes is actually taken by Jagunnatha from Abhinava- 
'gupta's Locana, a fact of which Keith seems totally unaware. Thus, he writes: “ The 
: causo of this form of pleasure is a form of meditation ( bháeuna ), cousisting of continued 
- application to tho object characterized by the pleasure. It is quite different from the 
joy produced by the thought of the meaning of what is sald to one, e.g. “A son is 
"born to you". But this example actually occurs several times in the Divanydloka- 
locant, ( e. g. p. 80, Balapriya Edn.) 600 years earlier ! 


r 


4. 2. Not that the Indians ever mado the fallacy of thinking that a poom was 
sexbausted by what it meant. Far from it, thoy were likely to sin in the opposite 
direction, and suppose that a poem derived all its worth from how it was said 
_(eyafjand ) rather than what it said, As I. A. Richards puts it: “It is never what a 
“poem says which matters, but what it is”. John Wain spenks of the difficulty of pin- 
. pointing the elements in a poem that make for its success: “ But to illustrate these 
. things in the concrete is to approach the vanishing center of literary criticism, which, 
, not being an exact science, is bound sooner or later to reach a point at which demon- 
stration broaks down and is replaced by a shared sensibility; though, of course, 
“this point is very much more distant than the anti-critical writers on literature 
* would have us think”, /nterpretations, edited by J. Wain, Routledge, London, ]955. 
_ For the Indians it was not only distant, but actually beyond the horizon. This is an 
important point to stress; the Indians simply cannot conceive of arguing ovor the 
“final worth or even interpretation of a poem in quite the same way as can be done to- 
day in Western literary criticism. It is of course trne that finally the sakrdaya, the 
. intelligent and responsive reader, is the final criterion. But generally, suh rdayas tend 
to agree amongst themselves to an astonishing degree. Oue has only to look ut the 
interprotations of poems advancod iv Sunskrit commentaries. They are usually very 
( Continued on next page 
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immediately whether we understand it or not. If we do not, no amount of 
* methodology " will give usinstant and magic insight into the meaning. It 
is only by reading further in the literature that understanding will be gained. 


+ 


We feel that we have to speak of this because in a sense we are deal- 
ing with religious material, and the familiar criticism comes to mind that in 
order to understand Buddhism one must either be a Buddhist or at least be- 
long to some religious tradition. Similarly, the argument goes, one must be 
* personally” concerned with the problems raised by Santarasa and by religious 
ecstasy in general in order to understand the issues properly. To this belief we 
cannot subscribe. We can sympathise intellectually with the problems raised 
by santarasa without being personally moved by the issues in our everyday 
life. Certainly to have a profound understanding of Dante it is not necessary 
to bea believing Christian. Wecan respond to the power and grace of a 
mind without necessarily agreeing with what is said. Were it necessary to 
hold firmly to a set of immovable beliefs, then the whole of surrealism, 
in which our common expcctations are constantly arrested, should possess no 
aesthetic significance. Literature does not depend for its power on a set of 
beliefs. Is the ghost of Hamlet real? How can this matter for a proper 
appreciation of the play ? The important point is that it is real for the play. 
Are the punishments that Dante describes “ real”? They are real in the 
poem. Whether we believe in their objective reality or not has nothing what- 
ever to do with our appreciation of the poem itself. Similarly, $antarasa 
exists within the context in which we discuss it. We must judge these beliefs 
in the context of the works of literature in which they appear, and not in the 
light of our personal convictions, or we seriously restrict the possibilities of 
our own literary appreciation. We have elucidated certain difficult texts 
which describe ecstatic experiences. It should not be relevant what our own 
belief is as to thc objective nature of these experiences, 

A more important dichotomy than that between belief and scepticism 
has to do more directly with our method of work. This is the dichotomy 
betwcen modern Western methods and the more traditional method of under- 


Continued from previous page / 

similar to ove another. (This is surely why plagiarism in such matters was never 
considered to be a serious matter. Witness Hemacandra, who uses Abbinava’s expla- 
nations of inoumernble stanzas. Heis not “cheating”, he is “agreeing ".) When a 
modern commentary like tho Bdlapriya follows Uttungodaya’s Kaumudi on the Locana, 
Ramasirukia is not being lazy or dishonest. This simply points to shared values in 
Sanskrit literary criticism. We know, for example, that Mabimabbatta and Kuntaka 
both disagree sharply with tho views of the dheani school, aud with Anandavardhana 
in particular. But their disagreements concern principles, and do not really extend 


to the interpretation of individual poenis. When they oxplain the rasa of a poom 
thore is remarkable agroeinonut, 
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standing texts used by the Pandits. There need exist no opposition between 
the two methods. का our cases, we have both profited greatly from our 
study among the Sastrins, and we both possess an unqualified admiration for 
the depth of their knowledge into a given sastra. On the other hand the 
major part of our education has been along Western lines, and we see no 
reason to abandon the critical principles it has instilled in us. 


ABHINAVA’S ACHIEVEMENT 


Abhinavagupta was without a doubt the greatest example in Indian 
history of a literary critic who was also a philosopher of repute. Pandits will 
often sa y of him that : alamkarasastram tenaiva sastratvam prapitam— He 
alone turned poetics into a science.” There are virtually no important ideas 
in later Sanskrit poetics that do not derive from him (or from his influ- 
ences ). In his two famous commentaries, the Locana on the Dhvanyaloka, 
and the Abhinavabharati on the Natyasastra, he has dealt with almost every 
important issue of Indian aesthetics. Neither work is meant to be primarily 
philosophic—he deals rather with specific verses, and especially in the Locana 
he performs brilliant feats of understanding and interpretation in discovering 
the hidden °‘ suggested ’’ meaning in verses. ( There are numerous examples 
of this; one thinks in particular of the enormous range of suggestion he is 
able to derive from a single case of vastudhvani in the Dhvanyaloka . His 
linguistic acumen is no less astonishing, and he often points to the suggestive 
use of a case-ending, or even a particle. But we are concerned in this volume 
with those passages, by no means rare, where he deals more with theory 
than with its practical application. In extracting Abhinava's philosophy of 
aesthetics, we have discovered that he is deeply concerned with religious 
values in literature. In this he marks a decided break with his predecessors. 
There is nothing particular religious about the Ndatyasastra. As for the 
Dhvanyaloka, which we believe to be the work of two different authors,’ the 





l. Many of the ideas of later writers (especially Mammata) which modern 
writers mistakenly think to be original, derive ultimately and often literally from 
Abhinavagupta. Thus S. K De, “The thoory of Rasa”, in Some Problems of Sanskrit 
Poetics, Calcutta, I559, p. 206, attributes to Vis$vanátha the doctrine that “thoae very 
thiogs which are called cause of pain in the {world...... wlen consgined to poetry and 
dramatic representation possess the right to be called, in 20056१५००० of their assuming 
auch a function, aluukika ribhāvas otc., and from them only pleasure eusies, a8 it does 
from bites and the like in amorous dalliance”. But this doctrino is found first in the 
: Abhinarabhurati, Vol. t, p. 202, 

2. One thinks of his long explanations of the two last Prakrit verses quoted 
under है, 4, on pp. 74-73 of the Locana ( B. edition ). 

3. This ie of course a very complex issue. Mr. Masson has written a long 
article on the problem, arguiog from iuternal evidence, that Aoandavardhana wrote 
only the ४१८८६, and that the Adrikds Lelong to an varligr author, The article. will 
apponr soon. 
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karikas present absolutely no religious aspect at all. There are no religious 
terms used, and no analogies drawn from religious literature. Even the term 
$àntarasa is never used.! Anandavardhana is a different matter. In his 
veriti religious preoccupations are evident. Unfortunately, his Tattvaloka,? 
a work that dealt with the relation between poetry and philosophy, is lost, so 
that we cannot know how great its influence upon Abhinava was. At least 
his concerns within the Dhvanyaloka never culminate in a philosophic theory, 
It is only with Abhinava himself ( preceded, in all likelihood, by Bhattanayaka 
in his lost Hrdayadarpana ) that specific religious doctrines are applied to 
aesthetics ( we do not of course distinguish sharply between religion and 
philosophy, for in Abhinava’s case, as in much Indian writing, the two are 
nearly coterminous ). 


Abhinava is concerned with providing a stable philosophical founda- 
tion for his theories. We have tried to show in this volume how often 
Abhinava draws on $antarasa for his major contribution to Sanskrit aesthe- 
tics, the theory of rasa. Reduced to its bare essentials the theory is as 
follows : watching a play or reading a poem for the sensitive reader (sahrdaya) 
entails a loss of the sense of present time and space. All worldly considera- 
tions for the time being cease. Since we are not indifferent ( tatastha) to 
what is taking place, our involvement must be of a purer variety than we 
normally experience. We arc not directly and personally involved, so the 
usual medley of desires and anxieties dissolve. Our hearts respond sympatheti- 
cally ( hrdayasarmvada ) but not selfishly. Finally the response becomes total, 
all-engrossing, and we identify with the situation depicted ( fanmayibhavana ). 
The ego is transcended, and for the duration of the aesthetic experience, the 
normal waking “I” is suspended. Once this actually happens, we suddenly 
find that our responses are not like anything we have hitherto experienced, for 
now that all normal emotions are gone, now that the hard knot of "'selfness" 
has been untied, we find ourselves in an unprecedented state of mental and 
emotional calm. The purity of our emotion and the intensity of it take us 
to a higher level of pleasure than we could know before - we experience 
sheer undifferentiated bliss ( anandaikaghana ) for we have come into direct 
contact with the deepest recesses of our own unconscious where the memory 


l. Those rasas with which the Adrilds of the Dhvanyaloka are concerned are 
actually mentioned at some point or another. Thus Karunaraez is mootioned at II, 8; 
Dibhatsa at IL 4; Paudra at II. 9; Srngára time and again, e.g. IL. 7, LI. I5, etc. But 
nowhere is Sántarasa mentioned by nume iu the Kdrikds, Ananda, however, does 
interpret III 30 ( p. 397 ) to bo a reference to Sántarasa, bnt it is possible that he has 
misinterpreted the verae, 


2. Abhinava refers to it on p. 67 of the Locana in the first Uddyota, aud 
again io the fourth Uddyota, p. 533, | 
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of a primeval unity between man and the universe is still strong. Inadvertent- 
ly, says Abhinavagupta, we have arrived at the same inner terrain as that 
occupied by the mystic, though our aim was very different from his. Such 
an experience cannot but make us impatient with the ordinary turmoil of 
emotions that is our inner life, and though Abhinava never explicitly says so, 
one cannot help feeling that he expects the reader to search out now these 
experiences on a more permanent basis. 


We would be justified in asking why Abhinava felt it necessary to 
provide such a unified theory of rasa (when Anandavardhana for instance 
never felt the need to philosophise about rasa), and especially a theory that 
depended so heavily on notions involving Santarasa. We think there is a 
good reason : as a religious man, Abhinava must have been under a certain 
amount of at least internal pressure to justify his deep interest in purely 
secular literature. Therc has always been among Indian philosophers (and 
Western ones too; one thinks of Plato )' a certain distrust of poetry. There 
is the attack of Jayantabhatta, the great logician, on Anandavardhana’s 
theory of suggestion : ' There is no point in arguing with poets, "? or the 
famous remark with which Mimamsakas? were known to rebuke those 
intercsted in poetry : “ One should avoid the useless prattle that is poetry.” * 
Abhinava undermined such opposition by attempting to show that the states 
of mind during religious experiences and during literary experiences bore a 
basic affinity to one another. Literature, he wished to prove, at least the 
best literature, is just one more expression of an ineffable transcendent experi- 
ence. This was a daring move and one which might legitimately have been 
expected earlier. Jt is rather odd when one considers it, that nobody before 


J, As Blake puts it so well: “This was the fault of Plato. He knew of 
nothing but virtues aud vices aod good and evil ”. 

2. यमन्यः पण्डितंमन्यः प्रपेदे कंचन ध्वनिम्‌ | 

अथवा नेदृशी चर्चा कविभिः सह शोभते । Nyáyamanjari, p. 45. 

3. Abhinava can use his wit very trenchantly when ho desires. He has no 
liking for Mimamsakas and loses no opportunity to amuse himself at the expense of 
what he calls their dried-up minds. See for ex. Locana, p. 65, pagyate Srotriyasyokts- 
kausalam. One thinks of the very funny vorse manufactured by the Mimiunsà pandits 
in the Bhojaprabandha, भोजनं देहि राजेन्द्र घृतसूपसमन्वितम्‌ | “Give us, great king, food 
witb butter and soup.” 

4. काव्यालापांश्व TATI See Mallinatha on AF. I. I. 

5. All large generalisations are dangerons, but we cannot refrain from 
mentioning what we consider to be a fundamental dichotomy that runs through 
Sanskrit literature. That which is trivial and which does not look beyond itself is 
contrasted with that which is significant and transcendental. Witness the hatred 
most philosophers have envinced for the cárvákas who stress the ubsence of any 
numinous experience in life, 
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the Kashmir Saivas thought of associating aesthetic experience with states of 
religious ecstasy, since the two have always been closely allied in India. 
Perhaps it was because the philosophical atmosphere of Kashmir Saivism 
was so saturated with literature : we have only to glance at any single page of 
the Yogavasistha to see how true this is. The most philosophic texts from 
this school bristle with terms taken from literature and literary criticism, 
just as conversely a work like the Dh vanyaloka is rich in philosophical impli- 
cations and learning. For the Kashmir Saivas generally, with their interest 
in Tantric ritual, sexual pleasure, indeed, aesthetic pleasure in gcneral, was 
much less repugnant to them than it was to the Advaita tradition (though 
we must not exaggerate this either, for did not the orthodox tradition itself 
ascribe to Sankara the Amarusataka? ). 

What are the advantages that such a theory provides for Sanskrit 
literature? They are many. (l) Such a philosophical justification must 
have helped to explain to Abhinava himself the nature of his interest in 
Sanskrit kavya. If, as Kafka said, poetry should be a pick-axe to free the 
sea frozen within us, then most of Sanskrit poetry fails utterly. Most kavya 
cannot reach us in our most primitive minds the way that Proust, or. 
Lawrence, or Joyce can. In reading through the Dhvanyaloka, one is struck. 
by the disparity between the theory and the literature to which it is applied. 
The poems themselves do not represent values more universal than their time. 
But the refined and subtle theories which Anandavardhana employs, clearly 
do. Fora modern scholar, it is easier to view these principles sub specie 
aeternitatis than to do so with the literature which illustrates them. The 
doctrine, oddly enough, is not significant merely as cultural anthropology, 
whereas many of the poems can only interest us for reasons other than their 
literary appeal. Abhinava surprises us by ascribing the fault to us and not 
to the poetry. He could hardly have been unaware of this more or less un- 
spoken complaint of sensitive critics, that a certain amount of Sanskrit poetry 
was mere trivia. The criticism would apply equally to Sanskrit plays. If we 
demand of our best literature transcendence, then these works seem to fail us. 
But Abhinava, in order to prove the lack of sensitivitv in such a view, uses 
a very new argument: he brings in the example of Santurasa. The one thing 
that santarasa does that no other rasa can, is that it disturbs us. If we really 
believe the message that any successful play dealing with Santarasa tells us, 
we hear what Rilke said was the final lesson of all great literature : “ You 
must change your life." By powerful arguments, Abhinava attempts to show 
that this quality of transcendence, which we must admit in santarasa ( though 
his critics of course did not), applies equally well to good literature. The 
greatest example, which Ananda was apparently the first critic in Sanskrit 
literature to notice, is the Mahabharata. Before Ananda nobody ever consider- 

u 
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ed the possibility of looking ata piece of literature as a unified whole, with 
a single dominant suggestive atmosphere, and certainly not something of such 
gigantic proportions as the Mahabharata. But both Ananda and following 
him, Abhinava, insist on the overwhelming experience that reading the Maha- 
bhàrata provides. As unhappiness and doom succeed one another in a secm- 
ingly endless display of the vanity of this world; as we slowly become aware 
of the folly of trusting to the external world to bring happiness; as one after 
another the heroes of the epic whom we have come to know over volumes 
and volumes fade from existence and cverything seems to dessicate and near 
its end, the reader is invaded by a sense of doom, a sense of the uselessness of 
strife, and he is eventually instilled with a craving for tranquillity, for an end 
to human suffering and misery. If our reading is extensive enough, concen- 
trated enough, with no distractions from the outside world, then we can 
induce in ourselves a profound imaginative experience of tranquillity, santarasa. 
The Mahabharata remains for Sanskrit literary critics the supreme example of 
this mood, this imaginative creation. Tt is not surprising that Ananda is at 
his most eloquent when he describes this experience in great detail in the 
fourth Uddyota of his Dhvanyaloka. The passage was clearly a powerful 
influence in Abhinava's theories. 


(2) If Abhinava was struck by the poverty of much Indian kavya 
( which, through a reinterpretation of its purpose, he felt need no longer be 
considered trivial ), he must have been cqually disturbed by the lifeless quality 
of much Indian philosophy. By eschewing the real world, it often found it- 
self in the arid territory of the purely theoretic, with no tap-root leading into 
the rich soil of real life as it is lived by men and women in a real world. An 
English literary critic has recently berated this arid quality in surrealism : 
* reading surrealistic books, as in talking to hermits, one is often struck 
by the impoverishment of fantasy when not continually cross-pollinated by 
the external world. Paradoxically, fantasy is not enriched, but etiolated by 
resolute subjectivism. "' Abhinava, by importing literary issues into 
philosophy, was able to provide philosophical thinking with a literary quality 
it previously lacked. Aesthetics now becomes a legitimate concern for the 
philosopher. 


(3) Abhinava discovered that great poems such as the Mahabharata, 
reach us beyond the conscious mind. One is reminded of Freud's great study 
of Leonardo, when he speaks of the cffeminate forms of Leonardo's “ John 
the Baptist" and “ Bacchus” : “They are beautiful youths of feminine 
delicacy and with effeminate forms; they do not cast their eyes down, but 


l. Miles Burrows, reviewing Surrealism and the Norel, by J. H, Mathews in 
the New Statesman, Docember, 22, ]967. 
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gaze in mysterious triumph, as if they knew of a great achievement of happi- 
ness, about which silence must be kept. The familiar smile of fascination 
leads one to guess that it is a secret of love.” ? 

(4) Abhinava was not only a philosopher, he was also an authority 
on Tantric ritual. The rites he practised, probably even before he became 
interested in literary theory, must have provided him with his first contact 
with the kind of play-activity that he later found once again in the theatre. 
It seems to us no accident that Abhinava was more fond of the theatre than 
of any other form of literature. By establishing the intimate connection 
between theatre and ritual ( and thus by implication mythology as well), 
Abhinava foreshadowed certain modern theories, even though he was not 
followed in this brilliant insight by any of his successors. The ramifications 
are many, and Abhinava often draws them in scattered places throughout 
his works. He is fond of the comparison of life with a drama and the 
resultant sense of unreality this gives. Dreams come up again and again in 
his works. In his Tantraloka he speaks of man, the creator, as destroying 
the produce of his life, a dream. The external buildings, he says, are razed 
in the fire of his sudden awareness that he is Siva, the great destroyer. Then 
follows the purely joy-filled dance of Siva, the Tandava, that has no purpose 
other than to give expression to a sense of freedom and joy.? On the other 
hand, one feels that Abhinava was not unaware of the enrichment that results 
from imaginative experiences. Even one's own childhood becomes an aesthe- 
tic object, something viewed with the dual detachment and involvement 
( hrdayanupravesa, or hrdayasamvada ) of the perfect spectator, the sahrdaya 
who is both moved and yet distanced from the object he contemplates. Has 
Abhinava in fact had an insight into the unconscious, and the value of imagi- 
native understanding which Freud stresscd as being essential to any true 
freedom from our own childhood traumas ? 

(5) Abhinava is able to restore to pocts an important place in the 
intellectual hierachy by showing their underlying philosophical seriousness. 
One thinks he would have approved of Andre Malraux’s comment : “ Les 
grands artistes ne sont pas les transcripteurs du monde; ils en sont les rivaux. °’ 
An advantage which might well pass unnoticed that Abhinava's system 
provides is the following : in Indian society, curiously enough, it was always 
the religious mystic who has been considered the maverick, who has been 
allowed the eccentric freedom that in the West we tend to associate with 

l. S. Freud, Leonardo, pp. ]62-}063, Pelican Books, ]983. 

2, Sea the very lovely verse from Vol. II of the Tuntrdloka, p. 257, verse 286 : 

अनन्तचित्रसद्व भसंसारस्वमसद्यन: | 
प्रोपक: शिव एवाहं इत्युछासी ुताशनः॥ 
For the dance image, seo A, Bh, Vol, I, p. 2), 
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-poets. Edmund Wilson, in “The Wound and the Bow”, documents the 
,neurotic elements in many of the great poets of the nineteenth and 
twentieth century. The striking phrase of the title refers to the myth of 
Philoctetes, the Greek warrior who possessed a magic bow, but was forced 
to live in isolation on an island because of the insufferable odour that 
emanated from a suppurating wound on his ankle. Eventually his country- 
men had to call him back, in spite of their disgust, because of his un- 
erring weapon. Art extracts its own price. Of coursc in India the mystic was 
never both loathed and venerated, he was simply venerated. Nonetheless 
„already in the Upanisads we hear of the mystic as being similar to a child in 
.his unrestrained behaviour.! The adjective sometimes applied to him is 
unmatia, mad. One thinks of the extraordinary passage in the Chandogya 
Upanisad dealing with Raikva of the cart, who dares to call King Janaka but 
a $udra, and who finally agrees to teach him for the pretty face of his daughter. 
He received his name from where he lived, underneath a cart. This has not 
generally been true of the artist. The poet has always been far more integrat- 
“ed into Indian society. India has not developed the sense of the loneliness 
of the writer, shunned by, and shunning, society. But Abhinava, by restor- 
ing to him his more important functions, also enables him to preserve his 
independence. It is now not only the mystic who opens himself to numinous 
experience. Is it significant that the only description of the poet as a man 
. out of his ordinary senses that immediately comes to mind is from Uttungo- 
daya, Abhinava's commentator, in his fourteenth century commentary on the 
Locana, the Kaumudi ? There he says of the poet: “ ... the poet wants to 
write poetry in order to instruct those of delicate minds, pcople who are for 
- the most part similar to princes, in the means of attaining the four goals of 
life through aesthetic enjoyment. First, by the stream that is rasa, to be 
aesthetically enjoyed by the presentation of the vibhavas etc. that are at thc 
. root of the poem he wishes to make, his own heart which is like a great and 
immeasurably deep lake (of rasa) becomes filled, then he becomes as ‘if 
possessed by a planet, as if mad, and finally he pours out his poetry, and 
turns the listener, the sensitive reader (sahrdaya), into the same (sort o! 
madman as he has become ). "* But of course the artist is never in Sanskrit 


a 











l. Cf. Abhinava’s Paramarthasara, verae Tl: 
जड इव बिचरेदवादमतिः. 
( Silburn, le Parmdrthasdra, P. I. C. l., Paris, ]957, p. 60). 
2. Kuppuswami Saatri’s edition of the DAranydloka, p. 70: 
| AA वस्तुतत्त्वमू--कविहि सुकुमारमनसां राजकुमारप्रायाणाम्‌ आस्वादपुरस्कारेण चतुर्वर्गोपाय 
व्युत्पतत्तसंपिपादयिपया काव्यं चिकीर्षुः , चिऋ्यमाणकाव्यनिवन्धनी भूत विभावादियो जनास्वादर्ना यर सा मृत 
प्रवाहेण प्रथमं स्वयमेव परिपूरितगम्भौरतरनिजहृदयमहाहदो भूत्वा ग्रह्मविष्ट इवोन्मत्त इव काव्यं afe 
प्रसार्य श्रोदृणामपि सहृदयानामात्मसमानयोगक्षेमतां संपादयति | 
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society an alien figure. When we read of Abhinava ( see below ) sitting in a 
grape garden, a single golden earring hanging from his ear, surrounded by 
magicians and “women Yogins, playing on a lute with dutis by his side 
with cups of wine and lemons in their hands, this in no way makes him 
eccentric, at least to the Indian public. Even in the legend of his death, 
how he entered a cave with twelve hundred disciples and never returned, there 
“is nothing “ asocial " to shock the Indian. 


(6) One corollary of his theories, though again it does not seem to have 
been realised either by Abhinava or by his successors, is that rasa becomes 
available not only to poetry and the theatre but to all literature. Generally 
rasa is only possible in kavya or natya. But the Mahabharata is after all already 
an exception since it cannot be considered kavya in the strict definition of the 
term. Yet both Ananda and Abhinava give it the careful literary attention 
it deserves. The claim was made by Kalhana at the beginning of his Raja- 
tarangini that his work on history contains santarasa : 

* Considering how the life of creatures cracks after a few moments, 

one should understand (why) santarasa has been given the most impor- 
tant position in this work ( atra ). ! ! 


It is all the more surprising then that Abhinava never thought of 
extending his theory to purcly religious texts. After all the most obvious and 
in a sense the best examples of Santarasa are to be found in religious and 
philosophical literature, and not in belles lettres. The Upanisads, for example, 
would surely have provided Abhinava with his finest examples. Today we 
can consider the Upanisads to be among the finest examples of world “‘ litera- 
ture”, though no text on literary criticism in ancient India ever thought of 
quoting them or deriving support from any of their beautiful lines. As the 
rhetoricians define literature, the Upanisads do not qualify. Abhinava’s 
brilliant insight that what makes for literature is the quality of the sentiment 
and not adherence to formal rules, provided thc opportunity for a re-definition 
that was curiously never taken advantage of. Even Jagannatha Panditaraja, 
who gives a more liberal definition of literature,” does not depart from 
standard examples in his illustrations (indeed he even regresses in including 
only his own works, thus furthering the greatest single misfortune of Sanskrit 
literary criticism, the divorce between what actually was written and what 
was supposed to be written). No better example of santarasa could be found 


) Rájatarangini, |. 23, 4 ( Vi$va Bandhu's edition, Hoshiarpur, ]953}: 
क्षणभङ्गिनि जन्तूनां स्फुरिते परिचिन्तिते | 
मूधांभिपक: शान्तस्य रसस्यात्र विचार्यताम्‌ ॥ 
2, Rasaganyddhara, KM edition of ]939, p. 4: 
रमणायार्थप्रतीपादकः शाब्दः काव्यम्‌ । 


maa XIV 


than the Pali Mahaparinibbanasutta, the sober, moving account of the death 
of the Buddha. Or even such prosaic but haunting lines as that of King 
Janaka when his kingdom went up in flames : mithilayam pradiptayam na me 
kimcana dahyate—'* Nothing of mine is burned when Mithila is in flames.” ? 


(7) Abhinava insists on the epiphany that poetry provides, on the 
‘sense of camatkara, of having our breath taken away. He compares it at one 
place’ to a wondrous flower that suddenly bursts into bloom. He is parti- 
cularly fond of a fine image in the Narycsastra : 

** The externalisation ( bhava) of that emotion ( artha) which makes 
an appeal to the heart is the source (udbhava) of rasa. The body it 
suffused by it, as dry wood is suffused by fire. ” 3 

(8 ) An advantage that Abhinava's philosophy provides for Sanskrit 

literary criticism is that there need be no disagreements over significant lite- 
rary experiences. Since the emotional experience in great literature is for 
Abhinava and later critics who follow him ( Mammata, Visvanàtha, Jagan- 
nàtha, etc. ) always the same, namely atmananda, * the bliss of the self ", an 
insoluble problem for Western literature has been solved. The problem is 
that there is no guarantee that two spectators feel the same thing when view- 
ing a work of art. To say ''it depresses me” or “it thrills me”, or “it 
excites me ”, is often a comment on the viewer's own state of mind and not 
on the work of art itself. Usually it is discovered in later conversation that 
the work of art has acted as a catalyst, releasing some emotion long consci- 
ously forgottcn, dislodging it from its undercover. One might object that 
Abhinava too is no longer speaking about the work of art on its own, but 
about certain universal states of mind. This is true, but at least, if all literary 
critics accept that this is the true function of literature, namely to induce 
such a state of euphoria, then they have a common ground on which to argue 
whether a particular piece of literature has been successful or not. And in 
fact it is astonishing to note how great a concensus of opinion there is 
in Sanskrit literature over what is good. The concensus lasts over the 
centuries. There are few poets who have been considered great in the tradi- 
tion long ago, but now forgotten. If one looks through the names of poets 
that Abhinava constantly quotes, one is struck by how many of these are 
poets we still read and admire today, I000 years later. We are all aware how 





- टस. 8 ————— —— 


|. Mahabharata, XII. I73. Quoted by Sankara in his ७0७३४७ on Brhada- 
ranyaka Up. I. 4. l59. 

9. Locana, p, l60, ( B. P. edition ). 

3. NS. VII, 7, Vol. I, p. 348. Quoted also in the Locanu, p. 39, It is errone- 
ously ascribed by the editors of the ed. with Aalapriya to Bhattanayaka, 
योऽर्थो हृदयसंवादी तस्य भावो रसोद्भवः | 
शरीर व्याप्यते तन WA काष्ठमिवाग्निना ॥ 
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in the West even thirty years ago “ great poets” are now not much more 
than footnotes in college textbooks. Goethe is reported to have said that 
he found “the Inferno abominable, the Purgatorio dubious and the Paradiso 
tiresome.” One thinks too of Donnc, eclipsed for three centuries and only 
restored to honour through the critical efforts of T. S. Eliot. Such ups and 
downs in Sanskrit literature are morc or less impossible. ( There are of 
course other reasons for this as well. ) 


These are just some of the more general results of Abhinava’s theories. 
The details will be found in the body of this work. We think it is clear that 
the way for later writers on poetics to expand on religious and philosophical 
themes was provided by Abhinava. (Surely, for example, the Bengal 
Vaisnavas, especially the two Gosvamins, were inspired to their elaborate 
theories by the climate Abhinava created). Abhinava's final theory bears a' 
remarkable similarity to what Aldous Huxley developed in his work *' The 
Doors of Perception ". H. Osborne writes of this work as follows : “ Finally 
it is sometimes asserted that works of art symbolizc a metaphysical reality of 
which by our appreciative commerce with the work of art we become directly 
and immediately aware. This is a view which many modern artists have 
themselves alleged. In his essay “The Doors of Perception " Aldoux Huxley 
describes how under the influence of mescalin his ordinary perceptions were 
accompanied by an intense and inescapable feeling of revelation. He develops 
the theory that artistic vision in general has this revelatory character and that 
the works of art which artists create communicate to us imperfectly the 
revelation of ultimate reality which they have enjoyed. ‘ What the rest of us 
see only under the influence of mescalin ', he says, “the artist is congenitally 
equipped to see all the time....It is a knowledge of the intrinsic significance 
of every existent. For the artist as for the mescalin taker, draperics are living 
hieroglyphs that stand in some peculiarly expressive way for the unfathom- 
able mystery of pure being’. The statement that in the act of appreciating 
a beautiful work of art we have immediate intuitive awareness of ultimate or 
pure being, takes us outside the confines of aesthetics proper. As ‘ emotive’ 
descriptions of the artistic experience such affirmations are significant and 
must be treated with respect "'.! 


We have seen some of the advantages that Abhinava's philosophy 
provided for literary criticism, all of which derive from his brilliant insights 
into what lay behind imaginative experiences in literature. Let us now look 
far more briefly ( for they are less important) at some of the disadvantages. 
The chief danger, it seems to us, is the reductionism in his theories; how all 
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|l. “ Ansthetics aa a Branch of Philosophy” by Ruth Saw and Harold 
Osborne, p. 3!, in « Aesthetics in the Modern World”, London, 968, 
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literature becomes reduced to a single experience. A similar criticism has 
been made of Coleridge : “ Coleridge's demand for unification and harmony 
entailed the conversion of thc poetic into something other than the poetic, its 
subordination to philosophy and ultimately to religion ".! Perhaps the reason, 
in Abhinava’s case, was that he was not himself a very good poet. He did 
of course write a good deal of poetry, but there are at the most three or four 
memorable verses in all of his work,” and his poetry goes virtually unquoted 
in later critical literature. Perhaps he was prevented by his own intelligence 
from being direct and concrete. Had he been more of a poet, and more 
interested in the particular, would he have preached quite so reductionist a 
theory? There are of course advantages to this (a unificd theory for one) 
but it means forgetting what I. A. Richards has taught a generation of 
literary critics, namely that * a poem does not stand for something else "*.* 
Abhinava's strength lay in ideas, in conceptual thinking. He was not himself 
an artist, and one cannot help being reminded of Eliot's famous remark à 
propos Henry James, that he had a mind so fine that no idea could violate it ! 
There is a sense in which Abhinava confuses art and life when he 
insists on the primacy of $antarasa. It is of course true that dramatists can 
be concerned with anything they like, including the experience underlying 
Santarasa; but the point is not one of theoretic possibilities, but of what 
actually succeeds in the theatre. Abhinava's weakest point was that he did 
not really have any example of a great play in which Santarasa was dominant, 
to lend credence to his theories. The Nagananda is the sole exception, and 
this could hardly be considered great literature. By seeing beyond literature 
to the universal experience that lies behind it, Abhinava is undermining the 
autonomy, the uniqueness of literary experience. He is in danger of turning 
literature into an icon, a representational object, an aid to devotion rather 
than an experience unique and precious for its own sake. “Art”, in C. S. 
Lewis’ fine phrase, “ must be received, not used ". Religion is not, after all, 
the same thing as literature, unless we dilute the definition of these two terms 
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| |l. Roy Park, © Poetic Imagination in Coleridge and Kant”, British Journal 
of Aesthetics, Vol. 8, no. 4, Oct. ] 9368, p. 343. 
2. Tho one really fine verse in the Locana is quoted under III, 30, p. 397 : 
त्वां चन्द्रचूड सहसा स्पृशन्ती 
प्राणिश्वरं गाढवियोगतप्ता । 
सा चन्ट्रकान्ताक्वातिपुत्रिकेव 
संविद्विलीयापि विलोयते मे ॥ 
in which he puns very effectively in comparing sexual love and santa. 
3. Cf. the verse he wrote on p. I27 of the Locana and tbe absurdly long and 
tortuous commentary he writes on it. 
4. Quoted by A. Alvarez, “ The Phoenix and the Turtle” p. 5, in the work 
ed. by J. Wain already cited, 
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into harmlessness. The descriptions that Huxley gives of what he felt under 
mescalin are interesting pyschologically, but to claim that they are essentially 
literary is to forget the fact that great literature can never he unconscious and 
ephemeral. The efforts and pains of creation are conceptual, concrete and 
external. Dreaming is not, after all, making. That literature could point 
nowhere except to itself, must have somehow proved disquieting to Abhinava. 
He was too religious to allow that literature might be somehow “ useless ”, 
a goal in itself. ( Though rasa does involve surrender to the work of art, 
and Abhinava insists that one's own self must be got out of the way before 
the work of art can truly be appreciated for its own sake. ) It is significant 
in this respect that Abhinava shies away from the terms priti “ pleasure ” 
and vinoda “ entertainment ”, to express the purpose of poetry. He prefers 
the religious word ananda “bliss”, By insisting on putting such significance 
into poetry Abhinava is iu danger of making much of Sanskrit literature top- 
heavy ; one is wary that it simply cannot bear the philosophical burden he 
places on it. Onc’s mind is irreverently invaded by an image of Kālidāsa 
sitting politely bored, listening to Abhinavagupta explain to him the deeper 
significance of his plays, his ears really attuned to the joyous shouts of the 
spring festival taking place outside. 


SANTARASA 
PART I 


Abhinava’s Philosophy of Aesthetics 


INFLUENCES 


Abhinava seems to us deeply concerned with four or five basic ideas: 
the relation of poetry to philosophy; the nature of suggestion; religious 
ecstasy ( and its bearing on literature); drama and poetry, and ritual and 
drama. The question that must have helped him to bring all these elements 
together is one still asked today : how is it that we “enjoy” literary situa- 
tions that are sad or tragic? He sought the answer to this basic question in 
extraordinary states of mind, in ecstatic experiences. Nobody denied these in 
poetry or in religious literature generally,! but in drama their existence was 
still debated. Sintarasa was not universally acknowledged as a legitimate 
element in drama. For Abhinava the question was not merely academic, for 
if he were not able to provide convincing arguments in its favour, he could 
hardly justify his interest in drama. Moreover he had no examples of a play 
in which $antarasa played an important part, with the single exception of the 
Nagananda, largely a Buddhist drama, and of questionable literary excellence. 
By synthesising all of his pre-occupations into one system, a theoretical justi- 
fication for santarasa could be made, with the ultimate result that the type of 
otherworldly or transcendental experience which the spectator undergoes 
during SR ( santarasa ) would be basic to all aesthetic experience. Such a 
system was not to be found ready-made. But Abhinava was able to take 
what he needed from different sources: from the D/manyaloka he took his 
theory of suggestion; from Bharata he took the starting point of his ideas on 
rasa and drama; from speculation on SR and from Kashmir Saivism and 
Tantric works he took ideas on the relation of religious ecstasy to literature. 
The final end product was his theory of rasa in which he combines philosophy 
and poetics. There are, therefore, four major influences in his theories: 
poetics, philosophy, speculation on SR and ritual. 


Before examining these influences more closely, we must note that 
while open to all of them, Abhinava had an extremely independent mind. 





l. Since n great and undisputed literature already existed along these lines. 
Ono has ouly to think of Bhartrhari’y Vaivagya$ataLa, 


2 शान्तरस 


Not only is he not afraid to disagree with his own teachers,! he is even able 
to disregard the great texts of the tradition: “ We don't care in the least if it 
is described in this way in the Kamayana itself. In fact, it might be described 
in the Veda itself, and we won't be stifled by this fact”, There are very 
few ideas which did not ‘suffer a sea-change" when immersed into the 
depths of Abhinava’s mind. On the other hand, he belonged to a tradition 
in which a careful grounding in the past was de rigeur, and it is not surpris- 
ing to find that he has been greatly influenced by a large number of writers. 
To consider this plagiarism? is as absurd as demanding that Coleridge (like 
Lowell in ** The Road to Xanadu " ) footnote all his allusions and quotations ! 
Abhinava has a very fine verse in the Ab/inavabharati,. right after giving 
elaborate expositions of his predccessors' views on rasa, in which he justifies 
his urge to procced further : 


“ When intellectual curiosity (dhif ) climbs higher and higher and sees 
the truth ( arthatattva ) without getting tired, this is because of the ladders of 
thought built by earlier writers "'.* 


POETIC INFLUENCES 


Abhinava was of course familiar with all the works on poetics extant 
at the time of his writing ( many of which are no longer available). He is 
particularly fond of Bhamaha, whom he often quotes in the Locana. 


l. On p.3l4, A. Bh. Vol. I, Abhinava seems to disagree with Bharata con- 
corning the definition of kesya. Note Kane, //. S. P., p. 55. “On p, 436 (of the 
B. O. R. I. copy) Abhinava appears to differ from him ( Utpaladeva, tho author of the 
Pratyabhijid, ALhinava’s toacher's teacher) उत्पलदेवपादास्त्वस्मत्परमगुरवो sud 
qd ठु मन्महे | 

2. A. Bh. Vol. II, p. 74: 

रामायणेऽपि तथा वर्णितमि।ते चेत्तिमत:। वेदेऽपि तथा वण्यंतां न वयमतो विभाम: | 


3. Ananda has some very perceptive remarks on plagiarism in tho fourth 
Uddyota of tho D. Al., stanzas H-i7. Lt seoms to us possible that ho was influenced 
by Garidaouho. Wo think in particular of verse GG of Vakpatiraja’s, which is identi- 
cal in sentiment with the Prakrit verse that Ananda quotes on p. 527. Verses-85 aud 
86 of tho Catidaraho also prefigure several of the ideas in the fourth Uddyotà, 
There seems no reason for questioning the date of 700 A. D. ( Pandit, p. C. of his ed 
of the Gaiidavaho) and it is therofore perfectly possible that Ananda knew the work 
Rajasekhara, who knew Ananda by name (seo p. IG of the Aa»yamimamsá) syste 
matised Ananda's views on plagiary. See A M, p. 62. 


4. A. Bh., I, p. 278. Also Guoli, op, cst. p. l2: 
ऊर्ध्वोध्वमारुह्य यदर्थतत््वं 
धीः Tanda श्रान्तिमवेदयन्ती | 
फलं तदाद्यैः परिकाल्पितानां 
विवॅकसोपानपरम्पराणाम्‌ ॥ 
The verse is quotod by Uttuigodaya in his Kaumudi, p. I02 with some variation. 
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Udbhata,; Vamana and Dandin all of whom Abhinava quotes, do not'seem to 
have provided him with any of his major doctrines. Bharata's Nafyasastra was 
of course a major influence or rather stimulus, to his ideas on rasa.? Much of 
hiş- technical terminology. derives directly from the NS, as well as several more 
advanced ideas. All this is well-known so there is no necd for us to provide 
illustrations... There is one ** influence *’,-however, which seems to us to have 
been overlooked. .This is Asvaghosa's Saundarananda. There is of course 
90 way,of knowing whether Abhinava knew this work or not. However, 
in the light of his pre-occupation with SR, and of his good knowledge of 
Buddhism generally, there seems no real reason why he should not. More- 
over, there seems some evidence, in the form of certain striking similarities 
which suggests that he did know this remarkable poet. The dominant rasa in 
both the Buddhacarita and the Saundarananda ( and most probably the dramas? 
as well, to judge from the meagre fragments pieced together by Luders) is 


]l. E. jg. Edhhaia's lost Zhámakarirurana (sec p. 68, K. Sastri’a ed. ). 
Recontl y. Professor Guoli lus published * Udbhata’s commentary on the Adrydlaikdra 
of Bhimuhla ^, LSM EO, Rome, G2, editing the fragments found at Kifirkoth which 
he identifies with the commentary on the Adryilantara. lf Guoli iy correct, frag- 
ment number l0 ( p. 7-8), which deals with the Locuna passage, should have been 
(-without the pratike ) butween uhhidhindrthah and suleliaám ubbidhünnm. But there 
is no room in the MS for such a reading. Thorofore, if we are to retain Gnoli's theory, 
this will have to have occurrad in the second half of line 2 of fragment ]0. The only 
problem is that there doos not scoim, if we hive correctly undorstood the accompanying 
photographs of the manuscripts, any room for this passage in tho fragment in question, 
Thore seems to us nu gond reason why tho pratika, abhidhinartháh should bo ropoated, 
nor can we seen any justification for tho second member of 4 compound being explained 
before the first member, It is true that the author of these fragments accepted 
abhidhaávrtt and gqararrtts as $ehdaryapdras, hut why must we assume-that the 
person holding such a view is Udbhata? 


2, E.g. NS, vol. L, p. 272, C. 0, S. ed. : 
न हि mgA RAA: प्रवर्तते; the definition of rese: p. 288, रस Ma कः पदार्थः ? 
उच्यते - आस्वाद्यत्वात्‌; Vl. 38(p. 204); p. 299 : स्थायिभावांश्च रसत्वमुपनेष्यामः . 


4. There is no quotation from Asvayhosa in anv of Abhinava’s works, The 
quotations from A$vaghosa in the anthologies (seu Aavindravacanasamuccaya, p. 29 ) 
arc not found in any of his extant works, Rajngekhaora (A Al, p. l8 ) quotes a verse 
from the /Juddhucuvita ( VII. 25), but this is not ascribed by him to anybody. 
Similarly the Bhojaprabandhu takes over BC LV, 59. Neither of these passages is 
suflicient evidonco to say that the author actually knew Asvaghusa’s work, since the 
quotations could Lave come down though the work be lost. Note that BC VIII. 25 is 
similar to Aayghucam $e IIL 25, but the whole problem of Kalidisa’s borrowing from 
A. is not suttled. Ou the whole, we are inclined to think that Kalidasa did know 
Agvagbosa, and was influenced by him, Johnston (op. cit, Int. to the English Tr. of 
the BC, p. LXXIL) thinks that Dandin, AD, IL 44 has £C IV 33 in mind, and that 
Bbimaha, in criticising ajithiadet ( used in S. IL 30) may be referring to Asvaghosa. 


wc. 4. The fragments from the three dramas wore edited by H, Lüders, “ Bruch- 
atücke Buddhiatischer Drammen”, Berlin, IB, and Philologica Indica Gottingen, I940, 
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Santa. The words Sama and Santi occur constantly in both works.! Further, 
at the end of Saundarananda? there are two remarkable verses which might 
well have influenced Abhinava : 

** And so this work, whose essence is liberation, ( was written ) so that 
people might obtain peace of mind, and not for amusement(rataye). I 
have written it in the form of a poem in order to engage the minds of 
readers interested ( primarily) in other things ( and not in liberation). The 
fact that I have dealt with things other than liberation is because of (the 
book's ) poetic nature, and in order that it might appeal to the hearts of 
readers, just as a bitter medicine is mixed with honey in order to induce the 
patient to drink it”. 


Abhinava has used this very simile of medicine and honey in the 
Locana. Moreover, he insists, time and again, that poetry is more gentle 
than sastra (which can be loosely translated as “ philosophy " ), but that it 
leads to similar results. The last verse of the work is no less important : 

** Since men are, for the most part, engrossed in sensual pleasures, and 
totally disinterested in moksa, Y have said in this work, under the (sweet) dis- 
guise of poetry, that moksa is the highest (truth). Knowing this, (the 
reader ) should with attentive mind ( avahitam ) accept from the poem that 
which leads to peace, and not ( only) that which is pleasant. For gold is 
surely separated from mineral dust-particles ”.* 


If we suppose that Abhinava did know this poem, how do we explain 
the fact that he did not use Asvaghosa's works, seeing that he could certainly 


]. E.g. Saundarananda VII. 22; VIII. 56; XI, 5; XI, 33-24; XV, 49, a lovely 
verse that could be engraved on the tombstone of the twentieth century. 





2, Note that in Saundarananda, XIV. 50, Asvaghosa uses the expression 
samasukharasa ! But there is no evidence, aside from the dubious expression rasántara 
at BC VII. 5l, that he knew either the NS or the rasa theory. 


3. Saundarananda, XVIII, 63: 
इत्येषा व्युपश्यान्तये न रतये मोक्षार्थगर्भा कृतिः 
श्रोतृणां ग्रहणार्थमन्यमनसां काव्योपचारात्‌ कृता | 
यन्मोक्षात्कृतमन्यदत्र हि मया तत्कान्यधर्मात्कितं 
पातुं तिक्तमिवौषधं nggi हृद्यं कर्थं स्यादिति ॥ 
4. S. XVIII 64: 
प्रायेणालोक्य लोक विपयरतिपरं मोक्षात्मातिहतं 
काव्यव्याजैन तत्त्वं कथितमिह मया मोक्ष: परमिति | 
तद्‌ वुद्धा शामिकं यत्तदवहितमितो य्राह्म न रुलित॑ 
पांसुभ्यो थातुजेभ्यो नियतमुपकरं चामीकरमिति ॥ 
According to Johnston ( p. ]64, notes) the word upakaram ia hapax since it 


occurs nowhere else in the literature. Perhaps like upakàra it means something like 
७ useful’, * valuable", 
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have argued with perfect justification that they are all good examples of SR? 
We think there is a plausible reason : although there are passages of real santa 
poetry,! nonetheless on the whole Asvaghosa's position is directly opposed 
to the enjoyment of poetry for its own sake (a position Abhinava defends, 
see below). The whole of his work ( even the Saundarananda ) can be seen 
as a tract against just such frivolous activities as reading poetry and watching 
plays! Sama is seen therein to be opposed to literary enjoyment, which 
after all implies a certain delight in the senses. Both Abhinava and Ananda 
(see below), extol the great variety of this world. Two other, less probable 
reasons, suggest themselves : () Asvaghosa was after all a Buddhist, and to 
quote him with approbation might have seemed odd. (2) In the verses quoted 
below there is real poetry. But there is a great difference between being 
told something, and actually experiencing it(a problem which Abhinava 
and Ananda are greatly concerned with, under the name of svasabdanivedi- 
tatva). Preachers inform us; only poets invite us to experience. Asva- 
ghosa is more often than not a preacher. Thus, the same ideas from the 
fine verses quoted in the notes are repeated time and again, especially 
in chapter XIV. But they make no impression, for they are merely bald 
statements — ideas rather than poems. As George Boas puts it, bluntly, in 
a lecture on philosophy and poetry: “ .... the ideas in poetry are usually 
stale and often false, and no one older than sixteen would find it worth his 





|. Saundarananda, XV, 32: 


अतीतेऽध्वानि संवृत्तः स्वजनो हि जनस्तव । 
अप्राप्ते Ala जनः स्वजनस्ते भविष्यति ॥ 


४ Further back on this long path those closest to you were strangers, and as 
you walk further into the future those who are now strangers will become close to you." 


S, XV, 33: 


विहगानां यथा सायं तत्र aa समागम: | 
जातौ जातो तथा इलेपो जनस्य स्वजनस्य च ॥ 


* Just asin the evening birds gather together in small groups, 80 also in 
various lives do people come together with their relatives. ” 


S. XV, 34: 
प्रतिश्रयं बहुविधं संश्रयन्ति यथाध्वगाः | 
प्रतियान्ति पुनरत्यक्त्वा तद्वज्ज्ञातिसमागमः || 


6 Just as travollera meet for a few moments at various resting places along the 
road and then separate, so also does one come together with those one loves ( only for 
a moment. )” 


In the next verse such meetings are compared to a fistful of sand, held togethar 
only by the hand : vdíukámustivaj jagat. Cf. MBh. XII. 28. 36 : 
यथा काष्ठं च काष्टं च समेयातां महोदथो । 
समेत्य च व्यपेयातां तट्रद्भूतसमागम: ॥ 
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while to read poetry merely for what it says ".! On the other. hand, the real 
poetry of the Saundarananda becomes “ part of the furniture of the mind”, 
and nobody who has read thc fine verses from XV, 32-30 is likcly' to forget 
them. But such verses are rare, and Abhinava may well have classified the 
whole poem as “ didactic ", thus dismissing it from serious literary considera: 
tion, for the philosophical passages are of interest to the believer and to the 
scholar, but not to the sahrdaya. But this is mere speculation. 


With Ananavardhana, however, we pass into the realm of certainty. 
The influence of the Dhvanvaloka on Abhinava cannot be exaggerated: -We 
can safely say that the two greatest works in Indian literary criticism aré the 
Dhvanyaloka and Abhinava's commentary on it, the Locana. There are few 
ideas in the D. Al. which Abhinava has not assimilated, ‘often by dealing with 
them in a more subtle manner. Those ideas however for which he owes less 
to Ananda, will be dealt with in the section on Abhinava himself. Here we 
should like to call.attention to certain key terms, which stand for important 
concepts, from the D. Al. which might.escape the notice of a hurried reader. 
Thesc are the terms which seem to us most important to Abhinava's thed- 
ries. Before doing so, we should remember what dhvani is not. There::is 
nothing imprecise, or vaguc about dhvani, as many Western, writers have 
erroneously supposed, misled by the connotations of the word “ suggestive?’ 
in English. The concept is not a subjective one. There is nothing ineffable 
about dhvani. Jt is important to realise this. Ananda in fact spends a good 
deal of energy in refuting the anakhyeyavadins, those who claim that, if 
suggestion exists at all, it is beyond the rcalm-of speech.? Both vastudhvani 
and alankaradhvani can be paraphrased, without losing their status as 
poetry ( though of course they are no longer cases of dhvani by definition ), 
but rasadhvani cannot. In fact, if we were to state what is the single most 
important characteristic feature of rasadhvani, we' would say that it is the 
inability to lend itself to paraphrase. The reason this is so has to do with 


a A 
l. G. Boas, *' Philosophy and Poetry”, Wheaton College, Mass. 932, p. 9 


2, The position of tho «a«Ehyeyavadins is given at the beginning of the D. 
Al. p. 33 (B. ed.) : कैचित्पुनलक्षणकरणशालोनबुद्धयो ध्वनेस्तत्त्वं गिरामगोचरं सहृदयहृदयसंवेद्यमेव 
समाख्यातवन्तः। “ Some whose minds shied away from attempting a definition declared 
that the truth of dkrans lay outside the realm of speech, and could only be internally 
realised by a sonsitive reader Ananda replies to this at the very end of the first 
Uddyota (after A. 22). Again at the end of the third Uddyota, Ananda tomes back 
to their views, informing us that the Buddhists claim that all thiogs are beyond deti- 
nition ( p. 5l9, B. ed. ). Note that the kérikds themselves nevor roply to the anakhyeya- 
vàda. In the third Ud yota ( p. 403, and also p. 5L7-58 ) Ananda, perhaps borrowing 
from Vakyanadiya I. 35, says that only a jewoller'can reeognise the trua value of gems 
qaud whethor thoy aro genuine or synthetic ) 
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Ananda's theory of the different functions that words fulfill in literature. We: 
will deal with this only briefly, for while it is essential to Abhinava, it is an 
area about which the reader can find reliable information with no great diffi- 
culty... In essence it is this : Ananda inherited from older works, two 
functions of words, abhidha and laksana. Abhidha is denotation, the literal 
meaning of any utterance. Laksana is more complex ( it has often been mis- 
understood ), but can be translated as secondary usage, including metaphori- 
cal usage. The time-honoured example, unfortunately not so simple to under- 
stand as has been thought, is : gamgayam ghosah, literally : * In the Ganges 
is a village of cow-herders. " If this sounds absurd in English so does it in 
Sanskrit, for the locative is not normally used in the sense of proximity. By 
* jn the Ganges ” is therefore meant “ near the Ganges ”, ji. e. ** on the banks 
of the Ganges". This meaning ( known as the Jaksyartha, as opposed to the 
abhidheyartha ) is reached through laksana. Until the time of Ananda, these 
were the only two functions (apart from tatparya with which we are not 
concerned here ) which writers, either on literature or philosophy, recognised. 
Anandavardhana revolutionised the field of poetics by addinga third func- 
tion, hitherto completely unsuspected : vyanjanà or “ suggestiveness ". This 
sabdavyapara or “linguistic function " is active in all the three types of 
suggestion mentioned above. Both Ánanda and Abhinava spend a great deal 
of time justifying this function and defending it against detractors.? They 
did this so successfull that, after one or two major critics ( Kuntaka and 
Mahimabhatta ), this function was universally acknowledged, and one finds 
no major work written after the eleventh century in which the author does 
not use it as an important element in his own theories on literature. To our 
mind, Abhinava's major contribution to this doctrine was to show that rasa 
is not niyata, i. e. “ necessary’, thus differing from arthapatti ( presumption, 
as used by Mukulabhatta in the Abhidhivrttimatrkà) and from anumana, 
which are logical processes. Direct statements “ produce " results. Thus the 
phrase putras te jatah, “A son has been born to you”, ** produces” delight. 
This is not the case with aesthetic delight, which, according to Ananda and 
Abhinava, can only be ' suggested ". But there are a great many other 
ideas in the D. A/. not nearly so well-known, which must have exercised a 
certain fascination for Abhinava, as they still do for us, one thousand years 
later. The most important of these ( and certainly the least recognised by 
modern writers) goes by the name of svasabdaniveditatva. It is closely relat- 


l. See the excellent chapter on metaphor in K. Kujunni Raja, 7ndian Theo- 
ries of Meaning, Madras, 963, 
9. Abhinara bas a long defence in the Locana, p. 55-70 ( B. ed. ). The very 
long commentary ( p. 40I-457 ) in the D. Al., third Uddyota, also is concerned with this, 
3. Locana, p. 79, 80, 83. 
IV 


8 शान्तरस 


ed to the idea of vyanjana. Can an emotion be conjured up by simply nam- 
ing it?! When an author attempts to charge a situation with sensuality, for 
example, is it sufficient for a man to say to a woman : I want to sleep with 
you"? If a character says to someone: “I love you ”,? this may or may 
not be the case, but as readers of literature we demand proof, and the only 
proof rclevant to literature is the actual suggestion of the emotion in the work. 
Simple profession is not enough. Surely the great fault of Thomas Mann's 
* Magic Mountain" is that while the first half of the book successfully 
creates the atmosphere of a sanatorium removed from the preoccupations of 
ordinary existence, the second half, in which Mann deals with philosophical 
and political ideas, fails to come to life. It is too intellectualised, too explicit- 
Mann seems to be writing essays, not literature. Settemhrini's long dis- 
courses only arouse impatience to get on to the real fictional elements of the 
work. Ananda saw this clearly (is he perhaps the first recorded literary 
critic to do so? ):* In a poem in which there is no description of the 
vibhavas, etc., but a simple use of the word “love”, etc., how can there 
possibly be the slightest imaginative experience (on the part of the reader)? ” ° 
Abhinava was deeply impressed by this doctrine, as he tells us in the A. Bh.: 
*' [t has been shown by the author of the dhvani (-@loka) and others, that rasas, 
etc., are never conveyed by the mere naming of the emotion ( to be suggest- 
ed). This can be ascertained from my exposition called the Locana on the 
Sahrdayüloka."* It is this doctrine that has led Ananda to emphasise the 
extreme importance of the suggested element ( vyargyartha ) in literature, over 
and above the explicit element ( vacyartha ). The whole first Uddyota of the 
D. Al. is devoted to establishing the existence of this suggested element, and 
to underlining its supreme place in poetry. At times, in fact, this seems 
excessive, for it often leads Ananda to give critical acclaim to a poem that 


]. Note what Abhinava says in the Locana, p. 5], that rasa is“ never even 
in a dream svasabdavácya, ” स्वप्रेऽपि न स्वरान्दवाच्यः | 

2. There is a whole class of literature devoted to saying this sume thing, on 
the part of women, by suggestion, They are always, as in D. Al. p. 7), cases of 
vastudhvani. 

3. D. AL p. 83: न हि केवलशब्वारादिशब्दमात्रभाजि विभावादिप्रतिपादनराहिते काव्ये 
मनागपि रसवत्त्वप्रतीतिरास्ति | 

4. A. Bh, Vol. I, p.343: स्वशब्दानभिषेयत्व॑ fe रसादीनां ध्वनिकारादिभिदरशितम्‌ | 
तञ्च मदोयादेव तद्विवरणात्‌ सहृदयालोकलोचनादवधारणायम्‌ | ‘The only names that Abbinava 
uses for the D. Al. are kányáloka ( * light on poetry " ) and sahrdaydloka ( “ light for 
the sensitive render " ) The name dhranyaloka is thus actually a misnomer, 

5. We think of the verse: सुवर्णपुष्पां पृथिवों चिन्वन्ति पुरुषाखय: | etc. given on 
p. 237 of the D, Al. as an example of cerivaksitardcyadhrant,and which is surely 

( Continued on next page 
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prefer aesthetically, on the simple grounds that one contains suggestion and 
the other lacks it. But as Ananda was the very first critic in literary history 
to have perceived the existence of the suggested sense, we must not complain 
if he is carried away by enthusiasm at his discovery.! There is however one 
place in the D. Al. where Ananda makes a very significant concession which 
has been for the most part overlooked by the later tradition : in the first 
Uddyota of the D. Al. he says that an emotional evocation can be “ directly 
and explicitly stated ” if this statement is merely a recapitulation ( anuvada:) 
of what has already been suggested.? 


* ' A doctrine which Ananda never developed into a specific theory, but 
which is nonetheless discernible from various passages and their underlying 
assumptions in the D. Al. is the autonomy of literary experience. A poem 
creates its own world, and must be consistent only with itself. It owes only 
token allegiance to the outside world. The values of life are not necessarily 
the values of literature. Ananda says, very explicitly, in an important passage 
in the third Uddyota, that questions of truth and falsity simply do not apply 
to imaginative literature : 


“In the field of poetry where we perceive suggested elements, truth 
(satya) and falsity ( asatya) are pointless. To examine ( literature) through 
(the usual) valid means of cognition would simply lead to ridicule. ?? ३ 


The criteria by which we judge literature, he explains, are not those 
which we apply in our everyday life. This theory culminates in the famous 
doctrine of aucitya, literally “ propriety °. He develops this concept at very 
great length in the third Uddyota, and culminates by saying : 


* Except for impropriety, there is no other source of harming rasa. 
The highest secret ( upanisad ) of rasa is following well-known (canons ) of 
propriety.’ 
Continued from previous page ) 
inferior, as literature, to the verse quoted on p. ॥4: 
अनुरागवर्ता संध्या दिवसस्तत्पुरःसरः | 
अहो दैवगतिः KE तथापि न समागम: ॥ 
which is only an example of guxibhitaryanyya. 
l. A criticism levelled by bis detractors in an amusing line in the D. Al, 
p. 25 : ध्वनिर्ध्वनिरिति यदेतदलीकसहृदयत्वभावनामुकुलितलो TATA तत्र हेतुं न विद्य: । 
2. D. 44. p. 8l: स्वदाव्देन सा (० amely tanai fa: ) केवलमनूचते, न तु तत्कृता | 
3. D. Al p.455: काव्यविषये च व्यङ्ग्चप्रतीतानां सत्यासत्यानेरूपणस्याप्रयोजकत्वमेवोते तत्र 
प्रमाणान्तरव्यापारपरीक्षोपहा सायेव सम्पद्यते | 
4. D. Al. p. 330: 
अनोचिल्यादते नान्यद्रस भङ्गस्य कारणम्‌ | 
प्रसिद्धोचियतरन्धस्तु रसस्योपनिषत्परा t 
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What Ananda means by aucitya is not however what we associate 
‘with the word “proper”. Space does not permit us to go into the issue 
here,' but at least one application of the theory, of great relevance to modern 
literature, should be briefly touched upon. This is the question of obscenity. 
The problem centres around the very beautiful eighth chapter of the Kumara- 
sambhava in which Kalidasa describes the love-making of Siva and Parvati. 
Now Ananda points out that this is tantamount to describing the love-mak- 
ing of one's own parents,’ since Siva and Parvati are considered in mytho- 
logy to be the father and mother of the world. Ananda, from the same 
passage, leaves us in no doubt that the passage is “ obscene ” ( asabhya ). 
‘But this does not mean either that it should be ccnsored ( a qucstion Ananda 
never even considered, for it would be considered hubris to do more than 
make literary judgments; an actual ‘‘ judge ", deciding what people should or 
should not read, would be distasteful and indeed unthinkable in ancient 
India, as hopefully it is coming to seem to us today ) or that it is not great 
literature. The description may be obscene ( asabhya ) but it is not vulgar 
( gràmya ), i. e. it may offend some people's notion of propriety, but it is not 
on that account unrefined or without value, The reason, Ananda tells us, is 
the literary skill with which the description is made. Kalidasa was a consum- 
mate artist, and this is all that need concern the literary critic. Questions of 
morality are simply absurd. ( Though one might sympathise, partially, with 
Kenneth Tynan when he pleads that he should be allowed to criticise a play 
of Ionesco on moral grounds : “ If a man tells me something which I believe 
to be an untruth, am I forbidden to do more than congratulate him on the 
brilliance of his lying?" * ) Here is Ananda’s remarkable passage : “ How 
is it that in such cases sensitive critics do not find the subject-matter utterly 
lacking in literary beauty ( c@rutva)? It is because (what would ordinarily 
be considered a blemish ) is cancelled out (lit. concealed-sirohita ) by artistic 
genius ( kavisakti). For there are two kinds of blemishes (dosa) : ( ! ) that 
due to the lack of intellectual refinement ( avyutpatti ) on the part of the poet, 
and (2) that due to the absence of genius (Sakti). Now the fault that is 
due to a lack of intellectual refinement can sometimes be passed over by 
grace of ( thc poet's inborn ) genius. But a fault due to lack of genius will 
very quickly obtrude itself (on the attention of the reader) ... And so for 
example, great poets can describe the well-known sexual love, etc., among 
the very highest gods, and although they are improper, nonetheless, due to 


|. See Raghavan, “Some Concepts of tho Alaükàra Sastra ", “ Aucitya”, 
p. ॥94--267, Madras, ]942 

2. D. Al. p. 332: तत्‌ पित्रोः संभोगवर्णनमिव | 

3. D. Al, p. 332: सुतरामसभ्यम्‌ | 

4. See the Loudon Observer for the week of June 5, 968. 
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the saving power of their genius, such descriptions do not strike us as (at 
all) vulgar. An example is the description of the love-makiug of Parvati 
( and Siva ) in the Kumarasambhava. ”? 

Another semina! idea of importance for Abhinava’s later theories was 
the critical equipment necessary to appreciate this * suggested sense ". Karika 
7 of the first Uddyota, has this remarkable verse : 

“(The suggested sense ) cannot be known merely through lexicography 


or through grammar. Only those concerned with the very essence of poetry 
have access to it. ”* 


Here the author of the Karikas is criticising what was until his time 
the very staple of the literary critic : technical knowledge. Reading through 
the works written before the D. Al., one is struck by the extraordinary percep- 
tion of this remark. Dandin, Vamana, Udbhata and Bhamaha are unbend- 
ing in their concern with the technicalities of the language, with metre, with 
grammar,? and, especially, with figures of speech. One is reminded of the 
situation today, where the battle still continues between the “ academics " 
who insist on the importance, for understanding a work, of peripheral know- 
ledge, and the “new” critics (a term Ananda uses of his school) who insist 
on the autonomy and self-sufficiency of the poem. The difference, of course, 
js that it could be taken for granted that anybody in ancient India who was 
interested in Sanskrit poetry automatically came armed with elaborate train- 
ing in purely formal disciplines : grammar, prosody, logic. But Ananda 
was the first to demand that another element be introduced : literary sensiti- 
vity. He was concerned with essentials, with the aesthetic impact of the work 
of art. This was revolutionary, but in a sense it never had the impact on 
later critical writers that one would expect it to have, The one great critic 
to assimilate this principle into his own literary criticism is Abhinava him- 
self. For only Ananda and Abhinava concerned themselves with wider 
issues of literary criticism. Thus in the fourth Uddyota* of the D. Al. 





l. D. At. p. 3]6-3i7 
कथमचारुत्वं तादृशे विषये सहृदयानां नावभाताति चेत्‌ , कविशक्तितिरोहितत्वात्‌ । द्विविधो 
हि दोषः - कवेरव्युत्पत्तिकृतोऽशक्तिक्ृतश्च । तत्राव्युत्पत्तिकृतो दोषः शक्तितिरर्कृतत्वात्कदाचिन्न लक्ष्यते | 


NEAT MAA दोषः स झाटिते प्रतीयते ......... तथा हि महाकवीनामप्युत्तमदेवताविषयप्रसिद्धसंभोग- 
शुङ्गारनिबन्धनाद्यनौतरियंशक्तितिरस्क्ृतत्वात्‌ ग्राम्यत्वेन न प्रतिभासते | यथा कुमारसंभवे देवीसंभोग- 
वर्णनम्‌ । 


2, D. Al. p. 93: 
शब्दार्थशासनज्ञानमात्रेणेव न वेद्यते । 
वेयते स तु कान्यार्थतत्त्वज्ञेरेव केवलम्‌ ॥ 

3. See “Grammaire et Poétique en Sanskrit" by L. Renou, Etudes Vediques 
et Páninienues, Tome VIII, Publications de l'Institut de Civilisation Indienne 
Paris, I96], 

4. D. Al. p. 829. 
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Ananda judges both the Ramayana and the Mahabharata as whole works of 
literature. "M 
Later authors were content to simply enumerate once again the various 
technical factors in a given poem. Abhinava of course carried on the 
tradition of Ananda by focusing on fundamental questions of the philosophy 
of aesthetics. Though he was followed in this by alllater writers, he was 
the last to make any contribution to the field. What he had to say was new 
and intellectually daring. Later writers simply repeat his ideas, usually in a 
simplified form. But it seems to us very likely that Abhinava was encourag- 
ed to take this wider view because of the example that Ananda set for him. 

Another idea which Abhinava must have first assimilated from Ánanda 
Is the extraordinary importance ascribed to the poet. Not importance in the 
worldly sense of the term, but his autonomy, his ability to create new worlds. 
This too was an idea barely foreshadowed in earlier criticism. Ananda states 
his position in two very exceptional verses, which have impressed themselves 
on the imagination of all later writers : 

“In the shoreless world of poetry, the poet is the unique creator. 
Everything becomes transformed into the way he envisions it. 

If the poet is emotionally moved (lit. “ in love") in his poems, then 
the whole world is infused with rasa. But if he be without an interest in the 
senses ( vifaraga ), then everything will become dry ( nirasa )."! 


— - - -- —— 





l. D. Al. p. 498: 

अपारे काव्यसंसारे कविरेकः प्रजापति: | 

TITA रोचते विश्वं qua परिवर्तते ॥ 

TATU चेत्कविः काव्ये जाते रसमयं जगत्‌ | 

स एव वीतरागश्चेन्नीरसं सर्वमेव तत्‌ ॥ _ 
These verses are quoted in the 4 gnipurána 339, I0-}l, Anandàérama ed. 
Abhinava explicity states that these verses are by Ananda in tho A. ih. Vol. J, p. 296: 

तत एवोक्तम्‌ - DRT चेत्कविः › इत्याद्यानन्दवर्थनाचार्येण | 

So there can be no doubt that the Agnipurana has borrowed the verses from 
Auanda and not vice versa. 

Note also the fine verse quoted immediately after these two : 

भावानचेतनानपि चेतनवच्चेतनानचेतनवत्‌ | 
व्यवहारयाति यथेष्टं सुकविः काव्ये स्वतन्त्रतया ॥ 

'* A great poet, at his own will, causes even inanimate objects to behave as if 
they were animate objects and animate objects to behave as if they were inanimate ", 

Noto that Abhinava ( p. 400 ) takes Sragára iu the second stanza to be an 
upalaksa2a for all the other rasas. 

We should not interpret vifardga to mean vairügyavat and take it to be a 
ouvert roferonce to féniurasa. For if this were so, n?rasam would make no sense even 
in its punned meaning. Vitardga here simply moans a poet not interested in rasa, 
emotionally uninvolved. The second half of the verse, therefore, means that if the 
poet is not very good ( not alive to the external world ) he will not bo able to invest 
his poetry with any real interest, 
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Abhinava echoes this in his famous remark on poetic imagination 
( pratibhà ) in the Abhinavabharati : 

** The poet is like Prajapati, from whose will this world arises. For the 
poet is endowed with a power to create wondrous and unheard of things. 
This power arises from the grace of Para Vak ( ** Highest Speech " ), which is 
just another name for poetic imagination ( pratibha ), which has its scat in 
the poet's own heart, and which is eternally in creative motion (dira). ™ 
It follows from this that for both Ananda and Abhinava, there could be no 
end to this creative imagination and to the actual poetic situations it could 
envisage. This is the theme of a whole section at the beginning of the fourth 
Uddyota of the D. Al., where we are told that there is no end to the 
themes of poetry, as long as one is endowed with poetic imagination.” He 
gives a beautiful simile : 

* Even though subjects may have been already used, thanks to the fact 
that they are associated with imaginative experience ( rasa ) in literature, they 
all appear new, just as trees appear new during the honey - months 
( spring ). ” 3 
i There is no end to the novelty of poetic themes,* no way of exhaust- 
ing the subject-matter of poetry : 

* Thousands upon thousands of poets as eminent as Vacaspati himself 
might use (various) subjects (in their poetry), and yet, like primordial 
world-matter, they cannot be exhausted. "? 


This is a healthy emphasis on the primacy of the external world, and 
how it must always form the poet's major source of material. 


One is reminded of the passage from the Avimaraka: ** How lovely is 
the great variety of this world ! "" This agrees with the emphasis the karikas 
P l. A. Bh., Vol. I, p. 4: 
कवेरपि स्वहृदयायतनसततोदितप्रति भामिधानपरवाग्देवतानुग्रहोत्थितविनित्रापूर्वा थनिर्माण- 
शक्तिशालिन: प्रजापतेरिव कामजनितजगत: | 


See also the Prakrit verse quoted by Ananda in the fourth Uddyota, D. At, p. 597, 
2. D. Al. p. 537: 


न काव्यार्थविरामो5स्ति यदि स्यात्मतिभागुणः । IV. 8. , 
3. D. AL p. 528 : 
दृष्टपूर्वा अपि ह्यथां: काव्ये रसपरिग्रहात्‌ | 
सर्वे नवा इवाभान्ति मधुमास इव द्रुमाः ॥ IV. 4. 
4. D. Al. IV, 6. 
5. D. Al. IV. I0: 
वाचस्पतिसहस्राणां AKA यत्नतः। 
निवद्धा सा क्षयं नति प्रकातेजंगतामिव ॥ 
6. See also NS, I. !]I9 (G. O. S. edition, p. 42 ). 
7. Devadbar's edition of the Bhisa plays, p. I32 : aho victtrasvabhavata 


( Continued on next page 


[4 शान्तरस 


place upon love, of all the rasas ( note that SR is never mentioned specifi- 
cally in any karika of the D. Al.). In the second Uddyota when the gunas 
( linguistic qualities) are being discussed, madhurya ‘‘ delicacy ” is emphasis- 
ed : ““ love alone is very delicate, for it is the most pleasing among all the 
rasas." This is so, we are told, because “the mind, in love, becomes 
exceedingly sensitive (is moved ). "? It is surely this emphasis? that has 
led Abhinava, in the A. Bh., to make a profound philosophical definition of 
love. This occurs under NS. VI. 45, where Abhinava has a very long 
comment on Bharata's definition of Srngdrarasa. The section is, for the most 
part, very corrupt. However one passage can be translated : 


* Someone objected as follows : how can there be only one rasa 
( $rhgàra) when there are so many different kinds of love (rati) according 
to the literary character in whom (love) exists? The person objecting thus 
is not ( really) acquainted with love. For all love is only one. It (exists) 
where there is not the separation of the one (?-ekaviyoga) (from the other ), 
because there is 3 mutual (commingling) of consciousness. This is why 
( Bharata ) said : uttamayuvaprakrti/ ( this refers to p. 30!, Vol. I of the NS: 
sa ca stripurusahetukà uttamayuvaprakrtih) : “he is noble" and “she is 
noble" and so we get the dual compound urtamau. The same is true of 
yuvanau (i. e. ** he is young and she is young ” and so the dual compound ). 
Now the word uttamayuva in this context refers to their consciousness ( i. e. 
their minds ), and not to their bodies. For this concept ( viz. nobility ), from 
the highest point of view, applies only to consciousness. . .""* 
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jagatah. Cf. Auden, in the New Republic, Dec. 9, I967: “If today, it seems to me, 
the word * real" can be used at all, the only world which is real for us, as the 
world in which all of us, including scientists, are born, work, love, hate, and die, ie 
the primary phenomenal world as it is and always has been presented to us through 
our senses, a world in which the sun moves across the sky from east to west, the 
stars are hung in the vault of heaven, the measure of magnitude is the human 
body, and objects are either in motion or at rest”. It is clear that this love for the 
human, for the particular and the imperfect (cf. Balzac : ** Blessed are the imperfect 
for theirs is the kingdom of love”) is much closer to the hearts of Indian poets than of 
Indian philosophers. 


|. AAR एव RAT: परः NGATI रसः | 2. 4L, I. 7. 
2. आर्द्रतां याति यतस्तत्राधिकं मनः! D. AL, हा. 8. 
3. See alao III, 28: 
विशेषतस्तु शङ्गारे सुकुमारतमो ह्यसौ | 
“Especially in Srigara, for it is the most delicate of all the raras”, See 
also D. Al. II. ll and II. 36. 
4. 4. Bh. Vol. ], p. 302: अत एवं यत्केश्चिदचोच्रत--रतेराधार भेदेन भेदात्‌ कथमेको 
रस इति | तदनभिज्ञतया | एकैव ह्यसौ तावती रातिः । यत्रान्योन्यसंविदा एकवियोगो न भवति | अत एवो- 
( Continued on next page 
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The above is meant only to give an idea of Anandn’s influence. The 
actual influence of the D. Al, has been far more extensive than we are able 
to indicate here. We have not, for instance, dealt with such important 
themes as pradhanya, “ predominance ”, and its importance for judging the 
status of a given poem, or of Ananda’s new ideas on figures of speech, or on 
sanghatana (linguistic structure). But what we have said should suffice to 
give the reader an idea both of the remarkable profundity of some of the 
views of the Dhvanyàloka, and of their importance for Abhinava’s philosophy 
of aesthetics. 


BHATTATAUTA 


Bhattatauta, Abhinava's teacher! of dramatic theory, wrote a work 
entitled the Kavyakautuka,? now lost. On this work Abhinava wrote a 
commentary, also lost. Tt is thus not possible to determine just how many 
of Abhinava's ideas come from Bhattatauta. He quotes him often in the 
A. Bh., but many of the passages are too corrupt to understand. However, 
itis clear that Bhattatauta emphasised the drama (over and above lyric 
poetry). Thus Abhinava says: 


** ( Our ) teacher says that rasa arises in a poem when there arises an 
experience ( on the part of the reader) that is similar to direct perception 
(pratyaksa) (of a drama). Thus he says in the Kavyakautuka : 
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'तमयुवप्रकातः | उत्तमश्चोत्तमा चोत्तमों एवं युवानौ | तत्नोत्तमयुवशब्देन तत्संविदुच्यते न तु कायः। 
चैतन्यस्येव हि परमार्थत उत्तमयुवत्वं विशेष: | 

Cf. Abhinavagupta’s remarks about love in the Locana, p. 205: 


रती हि समस्तदेवतिर्यडनरादिजातिष्वनवच्छित्रव वासनास्त इति न कश्चित्तत्र ag न 
हृदयसंवादमयः, यतेरापि हि तञ्चमत्कारोऽस्येव । अतो मधुर इत्युक्तम्‌ AA हि शर्करादिरसो 
विवेकिनो5विवेंकिना वा स्वस्यस्यातुरस्य वा झटिति रसनापतितस्तावदभिलषणीय एव भवति | 
* For there is an unbroken propensity for love in all creatures, gods, animals, men etc. 
And so there is no creature who is not (capable of) responding sympathetically to love, 
Even an ascetic can find aesthetic delight in ( descriptions of ) love. And so it is called 
“ delightful” ( madhura ). For a sweet dish auch as sugar candy etc., when it falls on 
the tongue of a discriminating person or a non-discriminating perosn, a healthy man or 
a sick man, will immediately be pleasurable ”. 


|l. Generally whenever the term updidhydya is used in the A. Bh. it refere 
to Bhattatauta. 


2. अस्मदुपाध्यायकृते काव्यकोतुकेऽप्ययमेवाभिप्रायो मन्तव्य: | A, Bh. Vol. 2, p. 37; this is 
in the context of what constitutes “imitation ” in the drama. Abhinava also wrote 
a commentary on thie work : स चायमस्मदुपाध्यायभट्टतोतेन HAH GA, अस्माभिश्च तद्विवरणे ag- 
तरकृतनिर्णय( i, e. विचार )पूर्वपक्षसिद्धान्त इत्यलं वहुना, Locana, p. 394. 


See V. Raghavan, “ Authors Quoted in the AbAinavalhárati ’, J. O. R. Vol. 6, 
Madras, ]932, 
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“In a poem that is not enacted, it is not possible to have a (true) 
aesthetic experience ( asvada). When things ( bhava) such as gardens, one’s 
beloved, the moon, etc., are well and elegantly described by a polished ima- 
gination, then they appear as if they are actually taking place before our very 
eyes (i. e. as if we saw them acted out)”. 


Abhinava improves on this : 


“the actions of the actor have been devised in order that the 
spectator might obtain an aesthetic experience that is appropriate to direct 
perception ( as in the drama), This is why Bharata has sanctioned the use 
of music, etc., in order to break the knots of the heart that is filled with the 
anger and sorrow indigenous to it. For the text (the Natyasastra ? ) includes 
everything ( or : is meant for all people). Therefore, rasas are only found in 
dramas, and not in the everyday world. This is what ( Bharata) means ( to 
say). And poetry is nothing other than drama ”.? 


But what is most significant for us, is the term pratibha. It is clear 
from the quotations by later writers that Bhattatauta was greatly preoccupied 
with this term and the concepts that lay behind it. Hemacandra quotes three 
verses from Bhattatauta : 


“ Jt has been said that there can be no poet who is not (also) a seer. 
And a man ( becomes ) a seer because of his “ vision" (darsana), Vision is 
the knowledge of the truth of the nature and properties of various things. 
A man is said in the Sastra to be a poet only because of vision. A man is said 
to bea poet in the world when he has both vision and (the power of) 
description. This is why, although the first poet ( Vàlmiki ) was always gifted 
with a clear vision, as long as he did not actually describe (things) he was 
not known as a poet ( but only as a sage ) ”.? 

]l. 4. Bh. Vol. p. 290: 

काब्यार्थविषये हि प्रत्यक्षकल्पसंवेदनोदये रसोदय इत्युपाध्याया: | यदाहुः काव्यकोत॒के-- 
“* प्रयोगत्वमनापन्ने काव्ये नास्वादसंभव: ' इति | 
t वर्णनोत्कलिता भोगप्रौढोक्द्या सम्यगापिता: | 
उद्यानकान्ताचन्द्राद्या भावाः प्रत्यक्षवत्‌ स्फुटाः ॥ › इति I 

2. A. Bh. Vol, I, p. 29]: 

[तत्र ये स्वभावतो निर्मलमुकुरहृदयास्त एव संसारोचितक्रोधभोहाभिलाषपरवशमनसो न भवन्ति i 
तेषां तथाविधदशरूपकाकर्णनसमये साधारणरसनात्मक चर्वणग्राह्यो रससंचयो नाट्यलक्षणः स्फुट एव । ये 
त्वतथा भूतास्तेषां ] प्रत्यक्षोचिततथाविधचर्वणालाभाय नटादिप्रक्रिया । स्वगतक्रोधशोकादिसब्रूटह्ृदयग्रान्थि- 
भञ्जनाय गीतादिप्रक्रिया च मुनिना विरचिता | सर्वानुग्राहकं हि शास्त्रामिति न्यायात्‌ | तेन नारथ एव रसा 
न लोक इत्यर्थः | काव्यं च नाट्यमव | Seo Addenda. 


3. Hemacandra, Kdryadnugdsana, p. 432, Parikh and Kulkarni's second edition, 
( Bombay, l964 ) : 
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The}Kaumudi on the Locana quotes a very important verse that might 
well come from the Kavyakautuka : 

“There are two paths of the goddess of speech: one is the Sastra, and 
the other is poetry ( kavikarma). The first of these arises from intellectual 
ability ( prajna ), and the second from genius ( pratibha ) ".! 


This propels us to the heart of a great controversy, the tension between 
* inspiration " and “learning. For pratibha not only means creative, or 
poetic imagination, it also means “ genius”, or “ inspiration”. The term to 
which it is generally opposed is vyutpatti, ““ learning", “ intellectual refine- 
ment", The dichotomy is very old in Sanskrit poetics. It held a particular 
fascination for Abhinava, for it involved him in one of his life-long pre- 
occupations : the relation between philosophy and poetry. In a sense one can 
look at this dichotomy as finally touching the most famous dichotomy of 
all, that between the followers of the old school of poetics who believed in 
the paramount importance of alankaras and gunas, and the new dhvani 
school. For the older school emphasises the hard work that must go into 
creation, the need for being properly schooled. The new school on the other 
hand, emphasises imagination, inspiration, rasa and dhvani. This is expressed 
in the famous ka@rika of the Dhvanyaloka where it is said that figures of 
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तथा चाह agara: (sic): 
नानृपिः कविरित्युक्तमृपिश्च किल दर्शानात्‌ | 
विचित्रभावधमाशतत्त्वप्रस्या च दर्शनम्‌ ॥ 


स तत्त्वदर्शानादेव mAg पठितः कविः ! 
दर्दीनाद्वर्णनाचाथ रूढा लोके कविश्रुति: ॥ 


तथा हि दर्शने स्वच्छे निलेऽप्यादिकवेर्मुनेः | 
नोदिता कविता लोके यावज्जाता न वर्णना ॥ 

I. Kaumudi, K. Baetri's edition of the D. Al. p. ]70: 

& वर्त्मनी गिरां देव्याः शास्त्रं च कविकर्म च । 
प्रज्ञोपज्ञं तयोराधं प्रतिभोद्गवमन्तिमम्‌ ॥ 

This verse is quoted as the motto to a very fine article hy T. N. Sreekantiya, 
“ Imagination in Indian Poetics”, Z. M. Q. Vol. XIII, No. ], p. I937. There he says: 
“ Quoted hy Vidyadharacakravartin in his commentary on the Advyaprakdéa ( Trivan- 
drum Edition Part I, p. 4). I am indebted to Dr. V. Raghavan of Madras for this 
reference, ” 

2, E. I. Dandin AD, I. I03.. Mahabharata, XII. 260, . We even find the 
dichotomy in the Pali texts, e. g. Añguttara Nikáya II. 230 where four types of poets 
are described (cintakaci, sutakavi, atthakavi and patibhánakavi ) of which the last type, 
naturally superior, writes from “ seizure" as it were. 

3. The term pratibha is often used in the D. Al, e. g. I. 6: 

अलोकसामान्यमभिब्यनक्ति परिस्फुरन्तं प्रतिभाविशेषम्‌ | 


also, IV. 6 : यदि स्यात्प्रतिभागुणः | 
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speech will come without any effort to the poet concerned with rasadhvani.! 
Of course Ananda himself was not unaware of the importance of gunas and 
alankaras ; it is only that for him and for Abhinava, they constitute the body, 
the externals of poetry. The argument is not confined to India. It is a 
matter of controversy whether a * creative writing course " is of any use to 
the young writer or not. There are those who argue that nobody ever learns 
anything from such artificial attempts to instil talent into students. Howard 
Nemrov once said in conversation that the only thing he really felt hc should 
tell his class on creative writing was: “Why don't you write well? Why 
aren't you good?” On the other hand, there is general agreement that such 
classes do often manage to teach the already gifted student certain technical 
skills. 


The most famous line on pratibha, first quoted by Abhinava and later 
by a great many writers, belongs to Bhattatauta. It is :® “ Poetic imagina- 
tion is that (form of) intelligence which shines with ever new scintillation ".* 
The whole verse is quoted as far as we know, only by Vidyacakravartin, in his 
Sampradàyaprakàsini : 

* Remembrance is that which refers to an object of the past. Mati refers 
to something that is still in the future, buddhi deals with that which is present 
and prajna belongs to all three times ( past, present and future). But pratibha 
is that intelligence which shines with ever new scintillation. The poet is he 
who is skilful in descriptions animated by that ( pratibha). Poetry is that 
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which the poet does ”. 

There is of course a long tradition behind this word. The most famous 
quotation is perhaps the verse from Bhamaha that Abhinava quotes more 
than once : 





l. II. IG and २४४६६ thereon. 
2. Beveral stanzas on pratibhá have been ascribed by Gnoli to Bhattatauta : 
“ Three stanzas, quoted by Hemacandra and probably taken from Bhatta Tota”, Gnoli, 
op. cit. p. XXX, Int. But this is incorrect, since the verses are from Mahimabbatta’s 
Vyaktiviveka, II. II7-29. 
3. See ulao Locana, p. 92: 
प्रतिभा अपूर्ववस्तुनिर्माणक्षमा प्रज्ञा । 
4. Hemacandra, p. 3 quotes the whole pasange : 
प्रज्ञा नवनवोछेखशालिनी प्रतिभा मता | 
तदनुप्राणनाज्जीवदर्णनानिपुण: कविः॥ 
तस्य कर्म स्मृतं काव्यं 
5. Vidyacakravartin’s comm. on the AJ, the Sampraddyaprakaégini, TSS. 
nos, 88 and ]00, part I, p. ]3: 
स्मृतिर्ब्यतीतविषया मतिरागामिगोचरा | 


बुद्धिस्तात्कालिकी प्रोक्ता प्रज्ञा त्रेकालिकी मता ॥ 
The rest is as given in the preceding noto. 
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* Even a stupid man can learn the sasira from the teachings of his 
professor. But poetry is only given to the person who has imaginative genius 
( pratibha) and that only once in a while ".! 


Abhinava and Bhattatauta must have known the fourth chapter of the 
Kavyamimamsa, most of which is given over to various views on pratibha.? 
Rajasekhara defines it as: ** That which causes to appear in the mind the 
collections of words, the technique of alankaras, the caravans of meanings, 
the path of (poetic) expression, and other similar things as well”. He 
divides pratibha into two sorts: (|) that which applies to poets ( karayitri, or 
" creative " ), and that (2) which applies to critics or readers ( bhavayitri ). 
“ Creative imagination is of three sorts: sahaja, ‘“‘inborn”’, aharya, “ ac- 
quired ", and aupadesiki, °‘ learned”. Poets too are divided into three 
classes, in accord with this scheme ( sarasvata, abhyasika and aupadesika ). 
He has many interesting and unusual observations on critics and poets 
in the rest of the chapter as well. One thinks in particular of the two 
poets, blind from birth, who are nonetheless endowed with “ vision ” 
( pratibha ) 


But it is really only Abhinavagupta who enables the various insights 
into the nature of imagination to be coordinated into a philosophical whole, 
as we shall see when dealing with his philosophy of aesthetics in the next 
section. The fine image of Mahimabhatta was surely inspired by Abhinava's 
philosophic views on imagination : 


'* Pratibha is that intellectual function of the poet whose mind is con- 
centrated ( stimita ) on thinking about words and meanings that are appro- 
priate to rasas. It arises for a moment from the contact of the poet's mind 
with the essential nature ( of the Atman )." 





l. Bhimahu, Kavydlankara, I,5 : 
गुरूपदेशादध्येतुं MA जडपियो5प्यलम्‌ | 
काव्यं तु जायते जातु कस्यचिठ्यातिभावत: ॥ 
2. On pratibha see also: Pamana, I, 3. 6; Yogasütra, LI, 36; also Kashmir 
Saiva literature, e. g. Somananda’s Sivadrst, IL, 64 ( p. 78, KSTS, LIM, I934); Vasu- 
gupta, Spendakirskd, IV, 7. Seealso L. Silburn, * Vdtulandtha Sitra” ( Paris, 957 ) 
p. l4 and p. 38. Sec also Int. to Do's ed. of the Vakroktijivita, pp. XXIV th. For the 


term in philosophy, 800 G. Kaviraj, “The Doctrine of Pratibha in Indian Philosophy ", 
Annals of the B. O. kR. 7. V ( (923-24), p. ! F. aod ili3f. 


3. KM. ed. by C. D. Dalal und R. A. Sastry, revised ed. by Ramaswami 
Sastri Siromani, 3rd ed, Baroda, ]934, p. lf: 


या दाम्दग्राममर्थसार्थमलंकारतन्त्रमुक्तिमार्गमन्यदापि तथाविधमधिहृदयं प्रतिभासयाते सा प्रतिभा | 
Uktimárga might also mean racana, riti, i. e. style, 


4. op. ८४८. pP ]2 यतो मेधाविरुद्रकुमारदासादयों जासन्धाः HAA: श्रयन्ते । 
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" It is that which makes the things that exist in all the three worlds 
Seem as if they were right before our very eyes, and ( hence) it is known as 
the third eye of Siva”. 


It is clear that the striking image in this verse is borrowed from 
passages in the D. Al?” Abhinava is also greatly concerned with pratibha 
as a philosophic concept. Thus we find it defined? and very often referred 
to in his Tantraloka.* 


BHATTANAYAKA 


As we have noted under the passages quoted from Bhattanayaka in 
the Locana passage from the second Uddyota, Abhinava has very obviously 
taken many of his key notions on poetry from BN. The most important of 
these is sadharanikarana, the power which enables a situation in literature to 
abstract itself from its unique application to one individual, and to be univer- 
sally applicable. This is not a concept found in Anandavardhana, nor in the 
Natyasastra. The word that BN uses for it is bhavana. Abhinava® quotes 
the first line of a verse that Hemacandra' and Jayaratha? give in full : 


'* ( There are three functions in poetry : ) abhidha ( denotation, which, 
for BN, includes /aksana as well), bhavana (generalisation ), and the enjoy- 
ment that ensues. Both word and sense-figures belong to denotation. The 
whole collection of (primary emotions such as) love, etc., arises from bhavana. 


l. Vyaltivivela, II. lI7-l]28, p. 452-453 ( Kashi Sanak cit Series I2] ) : 
रसानुगुणशब्दार्थचिन्तास्तिमित चेतस: i 
क्षणं स्वरूपस्पर्शोत्था Hard प्रतिभा कवे: II 
सा हि चक्षभंगवतस्तृतीयमिति गीयते i 


येन साक्षात्करोत्येष भावांस्त्रैलोक्यवर्तिन: ॥ 

9. D. Al. p.508 where the navā drsts is referred to, and alao D. Al. p. 498, 
third verse. 

3. T. Al, XIII, 87. 

4. Gnoli, quoting four very difficult stanzas from the T. At. ( XI, pp. 60-62 ), 
remarks : “: Abhinava ...... stress (es ) the fact that pratibhd does not exhaust itself 
in the poetical intuition, but is, in a broader sense, the same consciousness, the 
same Self. In the majority of men it does not succeed in liberating itself from the 
chain of relationships and practical interests which condition and oonstrict it, but, in 
the poet, it burns with a purified light ~ to shine out finally iu all its fullness in the 
intuition of the saints. " Gnoli, op. cit. p. LI. Further references in the Tantraloka 
are KIll. 90; 97; l0l; ]06; l:2; 20 ete, 

6. Below, we translate Abhinava’s brief summary of Bhattanayaka's views 
OD rusa. 

6. A. Bh. Vol. |, p. 277. 

7. See Hemacandra, op. cit, p.96. See also Chintamani, “ Fragmenta of 
Bhattanayaka ” J, O. R. vol. L p. 27). It is quoted in the Aaeagasgádhara p. 25 ( with 
the variant reading tadbhogikrttr era ca.) 

8. Alankárasarvasrca, p. 9. 
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The accomplished man ( siddhimamnarah ) is permeated by the form of the 
enjoyment of that. *! ) 


Of course Bhattanàyaka? was himself influenced by the D. Al. 
( though he is supposed to have written his Hrdayadarpana to demolish the 
idea of dhvani) in granting that there is an element in poetry beyond denota- 
tion and secondary usage. In one passage in the Locma, Abhinava even 
says that BN is simply giving suggestion another name. But far more import- 
ant for Abhinava was BN's views on religious ecstasy and poetry. 


It may well be that Bhattanayaka was the first person to make the 
famous comparison of yogic ecstasy and aesthetic experience. Unfortunately 
his Hrdayadarpana has been lost, and only quotations survive in the later 
Alankara works. The Hrdayadarpana appears to have been either a com- 
mentary on the Nafyasastra or an independent work criticising the theory of 
dhvani in the course of which he had occasion often to quote from the NS, 
Abhinava quotes Bhattanayaka frequently in the Locana,* not always to 
disagree with him. It is clear from many of his remarks that he had a high 
respect for him. 


The first passage we quote and translate is one of exceptional interest, 
that must certainly have been of great importance for Abhinava’s own theo- 
ries. It is found on p. 5 of the Abhinavabharati ( G. O. S. vol. I, 2nd ed.) 
and is a commentary on the opening verse of the Nàryasasrra :? 


“ Bhattanayaka® however ( explains the verse as follows ) : 








l, अभिधा भावना चान्या तद्भोर्गाकृतमेत च | 
अभिधाधामतां याते इाब्दार्थालकृती ततः |! 


भावनाभाव्य एषोऽपि ware हि यत्‌ | 
तद्भोगीकृतरूपेण व्याप्यते सिद्विमान्नरः ॥ 
We are not certain about bhazandbhdvyah. Perhaps it should be translated 


as ** to be reflected on in the mind by means of bhávana", i. e, bháryah would mean 
* to be retlected on”, bhdranayd bhávyah. 


2. On Bhattanayaka see Gnoli, op. cit., p. XX. Also Kane, 77. S. P. p. 22l~ 
225. The date Gnoli gives is around 900 A, D. In any case he certainly lived after 
Anandavardhana in response to whose theory of dhvani bis own work seems to have 
been written. 


3. See Locana p. 388, 
4. For all references in the Locana to BN, see Kane, op. cit. p. 223. 
5, प्रणम्य शिरसा देवी पितामहमहेश्वरो | 
TSIM प्रवक्ष्यामि ब्रह्मणा यदुदाहृतम्‌ ॥ 
6. Udhahrtam, which simply means “spoken” is takon to be a pregnant use 


of the word by BN who interprets it as udáharanikrtam. The drama is like life. It 
is essentially unreal, and yet it affects us profoundly, Most important of all, it is 


{ Continued on next page 
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“I shall (now) expound that drama which was promulgated! by 
Brahman - the highest Self — as an illustration such that people might under- 
stand that worldly objects are insubstantial ( nissarabheda ), fabricated (as 
they are ) by ignorance ( of the identity between the Self and Brahman ). 
Just as the unreal actions of Rama, Ravana and others, which are essentially 
a figment of one's imagination and hence do not possess a single fixed form, 
but in a moment assume hundreds and thousands of forms; which though 
different (in their unreality) from dreams, etc., are still the outcome of 
mental imagination ( /irdayagrahanidàna ) ; which are enacted by actors who 
are almost like the creator of the world ( Brahmà) and who have not relin- 
quished their separate identity (as persons in real life ) - those actions ( of 
Rama and Ravana, etc.) appear (to us) in a most unusually wondrous way; 
and though appearing like that, they become the means of attaining the (four) 
goals of life — in exactly the same way this universe consists of a display of 
unrcal forms and names and yet through listening to and meditating on 
spiritual instruction, it leads to the realisation of the highest goal of human 
life (namely moksa ). 


Thus this stanza, by suggesting ( the attainment of ) the other-worldly 
highest goal of human life introduces Santarasa. 


* Depending on their respective causes the different rasas originate 
from santa (a state of mental calm ).' 


Thus the present stanza ( NS, I. ]) conveys the higher purpose ( of 
drama )." This is the explanation that Bhattanayaka has given in his 
Sahrdayadarpana. As he said : 


Continued from prerious page ) 
the means whereby we may attain bliss, which is after all the samo as the Self and 
therefore the same as moksa. A. HÀ. Vol. |, p. 5: . 
भट्टनायकस्तु “ बरह्मणा परमात्मना यदुदाह्तमविद्याविरचितनिस्सार HANG यदुदाहरणीकृत॑ तन्नाट्यं 
तद्वक्ष्यामि | यथा हि कल्पनामात्रसारं तत एवानवस्थितेकरूपं क्षणेन कल्पनाशतसहस्रसहं स्वप्नादिविलक्षण- 
मपि HWdd हृदयग्रहनिदरान मत्यक्तम्वालम्वनब्रह्मकल्पनटोपराचितं रामरावणादि तरेष्टितमसत्यं कुतो८प्यद्धुत- 
वृत्वा भाति । तथा भासमानमाप च पुमर्थोपायतामेति | तथा तादृगेव विश्वमिदमसत्यनामरूप प्र पञ्चात्मकमथ 
च श्रवणमननादिवशेन परमपुमथंप्रापकमित लाकोत्तरपरमपुरुषाथसूचनन यान्तरसोपक्षपोऽयं भविष्याति । 
“स्वं स्वं निमित्तमादाय झान्तादुत्पद्यते रसः । ° इति ॥ 
तदनेन पारमार्थिकं प्रयोजनमुक्तं । ” इति व्याख्यानं सहृदयदपणे पर्यग्रहोत्‌ | 
यदाह-- 
€ नमरूळाक्यनिर्माणकवये शम्भवे यतः | 
प्रतिक्षणं जगन्नाट्यप्रयागरसिका जन: ॥ › शति 
|. It is not clear whether Abhinava accepts this justification of SA or not. 
Moat likely he does, nt least in great part, for he also quotes this stanza ( Ns. VI, 


p. 335, in the interpolated £intarasa section ) and also uses it in the third Uddyota of 
the Locana, p. 39l, as a proof of the existence of Sántarasa, 
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* | pay my homage to Siva the poet (also the omniscient one — Kavi) 
who has created all the three worlds and thanks to whom ( yatah ) (sensitive) 
people are able to attain aesthetic bliss by watching the spectacle ( prayoga ) 
of the play that is our life in this world.” 


We can see prefigured in this fascinating fragment ( from a commen- 
tary on the Nartyasastra! itself?) many of the themes that were to occupy 
Abhinava so closely? : the world as a drama, the individual as the actor, the 
illusion of drama and the illusion of existence, the acceptance of 3antarasa, 
the importance of moksa, Siva as the cosmic poet, etc. How many more 
ideas would we find that Abhinava is indebted to BN for, if the Hrdaya- 
darpana were extant? 


The second passage from Bhattanayaka is quoted in the Locana, under 
Y. 6 (p. 9I, Balapriya ed.) : 


* The cow in the form of speech gives a unique drink ( rasa) out of 
love for her young. That (rasa i. e. bliss) which is (laboriously ) milked 
by the Yogins cannot be compared to it. ”* 


Abhinava comments : “ Without being possessed by rasa, the Yogins 
laboriously milk out ( bliss )."? 





l. Note that in the Locana, Abhinava speaks of Bhattanàyaka's. Hrdaya- 
darpana, whereas here he refers to the Sahrdayadurpana, Are these just variant names 
for the same work? K. C. Pandey ( Abhinaragupta, p. 200 ) suggests that the Hrdaya- 
darpana refers to a book that refuted Ananda’s theories, whereas the Sahrdaya- 
darpana would have been a commentary on the NS. It is true of course that Ardaya 
and sah rdoya mean very different things, but Abbinava seema in the habit of calling 
a single work by different names. Thus he speaks of the Kdrydloka (i.e. the 
Dhvanyáloka ) of Anandavardhana ( Locana, p. 2 and again Locana, p. 554) and later 
in the Abhinarabhdrati, Vol, I, p. 343, he calla the same work the Sahrdayáloka. This 
is the name he uses in the second vol. of the 4. Bh, as well, 


2. It is clear that Abbinava has used the ideas contained in this important 
passage. But how did he feel consciously about it? Did he accept the views or not? 
It would seem that he does, and yet on p. 3, Vol. I of the A. Bh. he quotes the inter. 
pretation of his teacher ( Bhattatauta ) on this verse from the NS! 

3. Surely Uttungodaya is wrong in saying that ignorance is suggested by the 
word bala $ 

बाले बालवदनभिज्ञे उपासके वत्से च। 

The point ia that the bala (child) is like the sahrdaya, There can be no 
question of the sahrdaya being ignorant, 

4. यदाह भट्टनायकः 

वाग्धेनुदुग्ध एतं हि TH यद्बालतृष्णया | 
तेन नास्य समः स स्याद्दुह्यते योगिभिर्हि यः ॥ 


5, ५८०८०४५, p. 9l: 


u तदावेशेन विनाप्याक्रान्या हि यो योगिभिदुद्यते । 
vi 
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The point of the verse’ must be that rasa is superior to the bliss that 
Yogins achieve. The reason is that the Yogins must go through an elaborate 
process.” But note that the verse could mean just the opposite, namely that 
the rasa the Sahrdaya enjoys is not equal to what the Yogin enjoys. Tena 
nasya samah does not specify whether it is superior or inferior. The verse is 
quoted in the context of poetry, and so the first interpretation ought to be the 
correct one. Furthermore, if it were not, Abhinava’s quoting it here would 
be out of place.? 


wa 


PHILOSOPHICAL INFLUENCES 
Vedanta: 

Not only was Abhinava, along with Anandavardhana, assuredly the 
greatest thinker on aesthetic theory in India, he was also one of the greatest 
philosophical minds of mediaeval India. In Kashmir Saivism, to which school 
he belonged, his word is considered authoritative in all philosophical issues. It 
has been suggested’ that he wrote his works on poetics after his major works 
on philosophy. One would, therefore, expect his aesthetic theories to have 
been influenced by his readings in Kashmir Saivism. But probably even prior 
to his writings on Kashmir Saivism, Abhinava was exposed to earlier Advaita 
literature. There is of course his own commentary on the Gita, and though 


— —. = m - - 


l. According to the K. the word vdg here means poetry : 


वाकू काव्यात्मतया परिणममाना धेनुः | 
KE. Sastri’s ed. p. 68-69. 


2. Asthe Kaumudi on the Locana says: 
आक्रान्या प्रत्याहारादिप्रयत्नपरम्परात्मकप्रपीडनोपाया श्रयेणेय र्थ: | 
3. However, there is no doubt that ir the third Uddyota, Locana, p. 5)]0, 
.Abhinava speaks of rasásváda as being only the reflection of a drop of the bliss that 


is parameísaraviárántyánanda. See our translation of this important passage 
below. 


Note also the line that Abhinava quotes in the Locana ( p. 39) from Bhatta- 

nayaka : 

i काव्ये रसयिता सर्वो. न बोद्धा न नियोगभाकू | 

* In (the realm of ) poetry anyone who feels aesthetic pleasure ( rasayitr ) (is eligi. 
ble for reading ), but not the cold rationalist ( Loddha ) nor the man willing to take 
orders (from religious worka—ntyogubhak ). ” 

Abhinava makes this very charge against BN himself in the Locana ( p. 73), 
accusing him of being more a philosopher than a poet: न च......कल्पना FFT | 
जैमिनीयसूत्रे 4 योज्यते न काव्येऽपि | . 

4. See K. C. Pandey, Abhinavagupta, p. 30 for the chronological order of 
Abhinava’s worka. 

5. The Gitdrthasaigraha, published in the NSP edition of the BG edited 
by Wasudeva Laxman Shastri Panaikar, with 8 commentaries, Bombay, I9l2. It eeema 
clear though that Abhinava was reluctant to comment on the Gita, Not only is his 

( Continued on next page 
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he himself does not often quote the Upanisads, there is little likelihood that 
he did not know them. He could not fail to have been deeply impressed with 
certain remarkable passages that have a direct bearing on his own aesthetic 
doctrines. We think of the beautiful simile in the Brhadaranyaka : 


* Just as a man, when closely embraced by a woman he loves, knows 
nothing of the outside world, nor even of the inner one, so also does the ego 
(purusa) know nothing of the outside or of the inner when it is closely 
embraced by pure consciousness, the Self”. 


Then there are the passages from the Taittiriya Upanisad? which are 
also quoted by Sankara in the Brahmasütrabhàsya.* | 


The phrase anandaghana, used constantly in Vedanta works, obviously 
made an impression on Abhinava, for he uses it several times. One also 
thinks of such works as the Gaudapadakarikas ( Agamasastra), which Abhinava 
must have known ( in fact, the doctrines in Kashmir Saivism take over most 
of the major views of Advaita), for example IIT. 42-45,5 where the four 
impediments in controlling the mind are mentioned. The four impediments 
are: viksepa (distraction); Jaya (which Madhusüdanasarasvati takes to mean 
susupti, in which he is supported by Gaudapada himself under वा, 35); kasaya 





Continued from previous page ) 
commentary unusually devoid of interest, but he himself hints that he did not really 
feel any inward compulsion to write it 
तच्चरणक्रमलम थुपो भगवद्गीतार्थसंग्रह व्यदधात्‌ | 
अभिनवयुप्तः सदाद्विजलोककृतचोदनावदातः ॥ 
अत इदमवधायं यथार्थमपि सर्वथा नेव | 
विदुपामभ्यूहनायं कृयमिदं बान्धवार्थं हि ॥ 
In other words, he felt pressured to write it, and did it only for the sake of his 
relatives, (op. cit, pp. 775-776 ) 


l. Brhaddraxyaka Upant:ad, IV, 3. 2) 
तद्यथा प्रियया fear संपरिष्वक्तों बाह्यं किचन वेद नान्तरमेवमेवायं पुरुषः प्राज्ञेनात्मना 
संपरिष्वक्तो न वाह्यं किचन वेद नान्तरम्‌ | 


A somewhat amusing verse on this very passage is quoted in the commentary 
to the Vijadnabhatvava, under verse 69, p. 59 


जायया संपरिष्वक्तो न बाह्यं वेद नान्तरम्‌ | 
निदर्शनं श्रुतिः प्राह मूर्खस्तं मन्यते विधिम्‌ ॥ 
2. रसो वे सः and रसं ह्येवायं लब्ध्वानन्दी भवति and विज्ञानं ब्रह्म. 
Taittiriya, II, 7. 


3. II, l.]2: ( आनन्दमयोऽभ्यासात्‌ ) 
4. Note though how Sankara underatands rasa : 
रसो नाम तृप्तिहेतुरानन्दकरों मधुराम्लादि: प्रसिद्धो लोके | 
5. Madhusüdana Sarasvati in his Gdhárthodipikà, N. S. P. Gita with 8 
comms., Bombay, ]9l2 quotes the verses and clearly explains thom. 
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(stiffening of the mind): and sukha, which Sadananda in the Vedantasara 
(33) explains as rasasvada ! Here is the first half of karika 45 on sukham : 

B “In Yogic practices, one must not indulge in aesthetic pleasure 
( sukham ). One should, through wisdom, remain unattached ”’.? 

It would not be difficult, especially in a reductionist system ( where all, 
from the highest level, is pure Brahman ), to see how Brahman and rasa, or 
rasa and the saksin, the '' witness" in the sense of pure consciousness, were all 
one, and identical with amanda itself (since Brahman is characterised as 
saccidananda ). This may of course have something of hindsight in it, but it 
is doubtful whether Ánanda and thus Abhinava were not inspired to their 
doctrine of vyanjanà, at least in certain aspects, by the Vedanta notion of 
mukti, which is not produced, or created, but is made manifest (abhivyakta) 
through the removal of the avaranas. 


Already Bhavabhüti had used an important Vedanta simile in regard to. 
rasa. In the Uttararamacarita III. 47° he speaks of karuna as the one rasa 
of which all the others are simply vikaras, just as the bubbles and waves of 
the ocean are all forms of water. Abhinava applies a very similar notion 
to SR. 








l]. Jacob's ed. p. 8l, under number 33. 


2. नास्वादयेत्सुखं तत्र निस्सङ्गः प्रज्ञया भवेत्‌ | , on which Madliusüdana commente 
( under Gita VI, 323, NSP ed. ) : 


तत्र समाधौ परमसुखन्यञ्ञकोऽपि सुखं नास्वादयेत्‌ | एतावन्तं arene सुखीति सुखास्वादरूपां 
TAA कुर्यात्‌ | 

There is a very interesting variant, quoted inthe Veddnutasdra ( Jacob’s ed., 
p. 6l, under 33) : नास्वादयेद्रसं तत्र | Sadananda says : अखण्डवस्त्वानन्दावलम्बेनापि चित्तवृत्तेः 
सविकल्पानन्दास्वादनं रसास्वाद: | We can’t bolp feeling that 5880508008 must have been 
aware of the famous comparison, brahmánanda (or even brahmásvada), and rasasváda 
and this is his way of answering it. His point then, na Nreimhasarasvati notes, is that 
the distinction is between nirvikalpasamadhi and savikalpasamddhi, two terms which 
muat have influenced Abbinava'a own thinking on rasáaváda. For in savikal pasamadhi, 
the triputi ( subject, object, knowledge ) is present, as it must be in rasdendda, but 
it ia absent in brahmásváda, where there is only one sáksin, with no object to cognise, 
pure cona&ciou&uess, 

3. This similarity was already noted by Jacobi in his introduction to the 
Dhvanyáloka translation, p. 398. 

4. Raghavan, “ T'he Number of Rasas,” p. l65 quotes this verse and ex. 
plains it, 

5. एको Ta: करुण एवं निमित्तभेदा- 

< faa: पृथक्‌ एथगिवाश्रयते विवर्तान्‌ । 

आवतंवुद्ठददतरक्षमयान्‌ विकारा- 
नम्भो यथा सलिलमेव fe तत्समस्तम्‌ ॥ i 

6. Cf. A. Bh. Vol, I, p. 335, basing himself on the famous versein the NS, 

Vol. I, G. 0. 8, p. 335: 


( Continued on next page 


ABHINAVA'8 PHILOSOPHY OF AESTHETICS 27 


"^ When we come to the influence of Kashmir Saiva texts, we are on 
firmer ground. A work which seems to us to have had a decisive influence on 
Abhinava is the Vijnanabhairava, a work he often quotes.’ What is unusual 
about this work? is its preoccupation with ecstatic experiences, and with 


exercises for inducing them. Here are some of the verses that undoubtedly 
captivated Abhinava : 


* One should cast one’s glance out into space, where there are no 
trees, no mountains, no walls ( to obstruct one’s vision ), for when the nature 
of the mind (which is to think about various objects presented to it) is 
suspended, all activities come to an end". 


“ Meditating on the knowledge ( that exists on its own) between two 
thoughts, one should fix (the mind) on that (empty) middle (space ). 
Suddenly abandoning both of them, truth will appear in the middle ".* 


In these verses, one finds a certain preoccupation with aesthetic themes 
— a feature that is lacking in Advaita works. It is carried even further, when 
sexual comparisons, for which Kashmir Saivism has a definite sympathy, 
begin to appear: 


| * Wherever the mind finds pleasure, one should firmly fix it on that 
object. For there the true nature of absolute bliss will manifest itself °, 


Continued from previous page ) 


: स्वै स्व॑ निमित्तमासाद शान्ताद्भावः प्रवतेते । , 
a verse he quotes also in the Locana, p. 39}. Note the preceding verse ( p. 334, 4. Bh, 
Vol. I): * 
भावा विकारा रत्याथाः शान्तस्तु प्रकृतिर्मतः । 
विकारः प्रकृतेर्जातः पुनस्तत्रैव लीयते ॥ 

l. Only, ay fas as we are aware, in the 7érarapratyabhijnarinrtivimarfini 
(edited in three volumes by Madhusüdan Kaul Sastri, NSP, Bombay, 938, 294] and 
]943 respectively). The work is quoted in Vol. I, 77, 80 aud 287 and in Vol, II on 
p. 50, ]79, 2il4, 262, 3ll, 427, and Vol, III, on p. 30, 52, ]69, 346 and 386. 

2. There is au interesting French translation of this remarkable text by 
L. Bilburn, Le Vijrnánabhairara, Publications do l’ Institut de Civilisation Indienne. 

3. VB, 60 (p.50): 

निवुक्षगिरिभित्त्यादिदेशे दृष्टि विनिक्षिपेत्‌ | 

विलीने मानसे भावे वृत्तिक्षीणः प्रजायते ॥ l 
In fact Abhinava quotes this very verse in the /PVV twice, once on p. 3l of Vol, II, 
and again in the same volume, p. 427, 


4. Vh,6l (p. 60) : 
i उभयोर्भावयोज्ञानि ध्यात्वा मध्यं समाश्रयेत्‌ | 
E युगपश्च EA क्त्वा मध्ये तत्वं प्रकाशते ॥ 
This verse too is quoted by Abhinava in the 7PVV, Vol. III, p. 346. 
5. VB,74,(p. 62): 
यत्र यत्र मननस्तुष्टिमनस्तत्रैव धारयेत्‌ | 
तत्र तत्र परानन्दस्वरूपं संप्रवर्तते ॥ 


4 
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=- ,. ~The commentator explains this to mean that one can fix one’s atten- 
tion on any attractive object, such as the lotus-like face of a beautiful woman, 
and find bliss of a transcendental nature therein 


* After the manifestation of the happiness resulting from the nourish? 
ing moisture produced in the body by eating a good meal and drinking, one 
should meditate on the state of fullness of the body (at that time). From 
this; absolute bliss will arise ”.2 


vee 


The commentary explains rasa to mean the sense of “ I- conscious- 
ness" and quotes the famous line from the Taittiriya already mentioned 
above.? 


33 


“ The pleasure which terminates in the infusion of the power of bliss 
in a person on the achievement of sexual intercourse — that pleasure is one’s 
own pleasure on the realisation of the essence of Brahman ".* 


Here the comparison that Abhinava will make between sexual 
experiences and ecstatic experiences, is explicitly stated. Note that the 
commentary speaks of the pleasure of knowing Brahman as being of the 
form of the resonance of a bell (ghantyanuranana), a term that Ananda 
applies to dhyani. He also speaks of sexual intercourse as the abhivyakti- 
karana (i. e. that which manifests or suggests) bliss, again a term that 
Abhinava uses of rasa. Verse seventy" is another sexual verse where we 
are told that there is anandasamplava, immersion in bliss, simply by remember- 
ing the various acts such as sucking (/ehana), fondling etc., indulged in 
during love-play. The interesting thing is that the commentary gives a 





|. यस्मिन्‌ यस्मन्वस्तुनि मनोहरे कामिनीवदनक्रमलादी मनः सञ्जते, तत्रैव धारयेत्तस्थिरं 
कुर्यान्मनः i 
| 2. VB,72,(p. 60) : 
जग्धिपानकृतोलासरसानन्दविजृम्भणात्‌ | 
भावयेद्धरितावस्थां महानन्दस्ततो भवेत्‌ ॥ 
This verse too is quoted by Abbinava, in the JPY V, Vol, li, p. 279. 
3. VB, p.6l: 
अहंविमशंसंचेत्न रसरूपो वा आनन्दः | 
4. VB, 69, ( p. 58 ) : 
* दाक्तिसंगमसंक्षञ्धदाक्त्ावेशावसानिकम्‌ | 
यत्सुखं ब्रह्मतत्त्वस्य तत्सुखं स्वाक्यमुच्यते ॥ 
6. VD, p. 59: the firat passage is 
सज्ञीसङ्गानन्दावि भूतानन्द श क्तिसमावेशान्ते यत्‌ धण्टथनुरणनरूपं AMAIA सुखं परब्रह्मानन्द 
The second is: स्त्रीसद्रस्तु अभिव्यक्तिकारणमेव | 
6. The verse is 
लेहनामन्थनाकोटे: खीसुखस्य भरात्‌ स्मृतेः | 
manasi देवेशि भवेदानन्दसंप्रुव: ॥ , 
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complex Trantric explanation, which, it says, is Abhinava's!! Could this 
mean that Abhinava had himself written a commentary on the Vijnana- 
bhairava, now lost? Reading through the commentary on these verses by 
Sivopadhyaya, one is struck by the fact that he too uses the terms of Abhinava 
from aesthetics. Clearly he also felt their relevance here. Surely it is the 
kind of speculation found in these remarkable mystic verses of the VB that is 
responsible, at least in part, for Abhinava’s own philosophy, where worldly 
pleasures are not to be rejected. 


Another work, of perhaps even greater importance, is the Yogavasistha- 
maharamayana.* This is one of the most extraordinary texts of mediaeval 
India. To claim it for Kashmir Saivism would be unjust, since the work 
itself stresses the fact that it belongs to no one school. The terminology is 
clearly heavily influenced by Kashmir Saivism, but it is just as deeply marked 
by Buddhism and by Advaita Vedanta. What we cannot know for certain is 
whether Abhinava knew this text or not. There is a tradition current in 
Kashmir that he commented on the YV.? Dr. K. C. Pandey informs us that 
he has seen parts of this commentary in manuscript form in Kashmir. 


There is some likelihood that the author of the YV knew the Dhvanya- 
loka and we already have quotaüons from the work by the thirteenth 
century,so that it appears reasonable to say that it was written in Kashmir,? 
sometime between the nineth century A. D. and the twelfth. The work is 


]l. VB, p. 60: 
इति अभिनवगुप्तपादां: | 

2. Yogardasisthamahardmayana, edition with the commentary Vàstjthamahá- 
rámáyanataütparyaprakása (a singularly uninteresting commentary of very little help 
in real difficulties), by Wisudeva Laxmana S'àetri Pansikar, NSP, Bombay, ]9]8, in two 

olumes, 

3. See K. C. Pandey, Abhinnvagupta, p. 28-29: “ There is enough evidence to 
show that he wrote many other works besides the above...His commentary on:tbe Yoga- 
vdsigtha, We have no other source of information about it than a tradition current 
among Kashmirian Pandita ", 


4. This was first pointed out by V. Raghavan, “The Date of the Yogavasistha”’, 
J. O. R. Vol. XIII, Part Il, )939, p. I2]-)23. The important verse of Ananda that we 
quote and translate lator is copied almost identically in Vol. II, p. 352) ( VIB, 90, 
verse 89). YV, VI B, 97, verses 5-)7 are very similar to the D. Al. I,4, There can 
be' little doubt that tho Y V is the borrower here. 
9. See Raghavan, * The Yogavasistha and the Bhagavad Gità and tho place 
of origin of the Yogavàásistha ", p. 73, J. O. A. Vol. XVII, Part I, January-March 939 
* Hence the suggestion that Kashmir was the place where the Yogavásistha was 
produced deserves acceptance, ” op. cit., p. 82 
6. See Raghavan, op. cit., p. I28: ८ What is the lower limit to: the date of 
the Yogavdsigtha is a question which I can answer here, Scholars have up till now 
pointed out Vidyáranya as the earliest to cite the Yogaváaigtha, Wo can take up the 
( Continued on next page 
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unique in many ways; one in particular interests us here : it is the only work 
in Sanskrit ( apart from the Mahabharata) that illustrates one of Ananda’s 
and Abhinava's pet doctrines : the relation between sastra and kavya. The 
work itself! says that it is meant as both, and all of its thirty-three thousand 
verses bear out this boast. Not only does it contain remarkable philosophi- 
cal doctrines, but many of the passages are as complex and literary as any of 
the Mahakavyas. The philosophical stories are replete with lyric descriptions 
of great beauty,? and the very language itself gives evidence of a highly 
literary mind.? The author was clearly aware of all the terminology 
from literary criticism,* and makes use of it, thus illustrating Abhinava’s 
very philosophy. If he preceded Abhinava, then we can be certain that 


Continued from previous page ) 

lower limit to the date of the Yogandsiztha by a century. The Suktimuktavádli (G. O. 
B. edn.) was compiled by Vaidya Bhanu for Jalhana in a. D. I2658. On pp. 42, 47, 
439, 448 and 45] of this anthology, the Yogandssstha is extracted,” Raghavan opta 
for between the llth and the middle of the I3th century as the date for the Y V. This 
is much closer to the truth than the unconvincing arguments of Atreya ( Philosophy of 
the Yogavasistha) and Dasgupta’s claim that it should be dated before Sankara, 
Had Abbinava known the work, it seems odd that he would not have quoted it any- 
where, Itis interesting to note that in the preserved portion of the commentary on 
the VB hy Ksemariaja, the direct disciple of Abhinavagupta, there are no quotations 
from the Y V, whereas in the later commentary ( [8th cen.) by Sivopadliyiya, there 
are numerous quotations, This seenis to us to point to the fact that Ksemarija did 
not know the work, 


|. 77, II, 8, 33 : 
शास्त्र सुबोधमेवेदं सालंकारवि भूषितम्‌ | 
काव्यं रसमयं चारदृष्टान्ते: प्रतिपादितम्‌ ॥ 


2, On this aspect of the work, see J, Masson and B. K. Matilal, “A love. 
story from eigbth-century India” In the Jadavpur Journal of Comparative Litera- 
ture, 966. 


3. We think of such passages as III, ]6. l-l7, with its descriptions of artistic 
delights, Also VIA. I04, I5-2] for a fine discourse on the ill luck of a woman in spring 
who is not able to make love with a man. The remarkable story of Gàdhi ( V. 45-50), 
who dreams, in one second an entire life that turns out to have actually taken place in 
another dimension, is replete with the most extraordinary literary passages, There is 
no finer exninple io world literature of a profound philosophical mind witb a genius for 
artistic description, even though many of the verses betray a certain lack of tradi. 
tional literary education ( odd syntax, unorthodox similes etc, ). There is a fullness and 
an overflowing of the creative spirit in this work such as we have never come across 
in any other Sankrit text. TE 
+ "3 . 

4. The word ६67४4 and its derivatives are to be found on virtually every pipe 
of tbe YV (e. g. VI. 68. 29; V. 25. 4); viáránt: also occurs constantly (e.g. IV. 39. 
20; VL 42. 3); camatkára is also very common ( e. g. III. 4. 46); tanmayi ia not a 
rare expression (e.g. IV. 42. I! ). Clearly the author is aware of the terms of literary 


criticism, for we find at VIB. 83. 6: वाच्यवा चकसंम्बन्थं विना बोधो न जायते। ४ IB, 66, l-5 
contaiaa a number of puns on rasa and rasikajana, 
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Abhinava derived a great deal of his inspiration from the YV, and if the 
author of the YV succeeded Abhinava, then it is just as clear that the YV 
derived its inspiration from Abhinava. In any case, both authors are closely 
related. One doctrine which is remarkably similar to passages from the VB 
and to passages in the Tantraloka that we shall shortly examine, is the 
emphasis on being unfettered in one’s enjoyment of life. Thus there is 
a passage where Vasistha tells Rama that he, Rama, is now a jivanmukta, 
who knows that his consciousness is ever pure, and so he should : “ Drink, 


live, make love, foryou have obtained the  far-shore of worldly 
‘existence, ” ? 


Such verses are not rare in the YV, e. g. : 


* It is all the same (if the realised man) be, with unbridled passion 
( uddàmamanmatham ), given to heavy drink, or dance, or if, on the other 
hand, he abandon all society and go off alone to the mountains. ” 2 


The number of verses in which ananda is described in terms to which 
we are now used from Abhinava, are legion. Here are just a few examples : 


** That is genuine happiness wherein the mind ceases to function. Such 


happiness is not possible in heaven, just as itis not possible for a house of 
ice to exist in the desert. ” 3 


And on a theme that Abhinava will develop himself : 


* Higher than a kingdom, than heaven, than the moon, than the status 
of Maghavan and even than the delight that arises in making love with one's 
beloved is the happiness proceeding from the extinction of desires. ” * 


The YV tells us that “all beings strive for bliss”. Speaking of 
atmananda, a term of which the book is very fond, it says : 


l. पिब विहर रमस्व प्राप्तसंसार॒पार:। YF. V. 50, 75. 
2, YV. V. 58, 53: 
उद्दाममन्मर्थं पानतत्परो वापि नृत्यतु | 
सर्वसङ्गपरित्यागी सममायातु वा गिरौ ॥ 
3. YV. VIA 44, 26: 
यत्र नाभ्युदितं चित्तं तत्तत्Zसम्रत्रिनम्‌। 
न स्वर्गादौ संभवति मरो हिमगृहं यथा ॥ 
4. YV. V. 74, 44: 
अपि राज्यादपि स्वगांदपीन्दोरपि माघवात्‌। 
| अपि कान्तासमासक्कात्नेरादयं परमं सुखम्‌ ॥ 
We suppose that indu here means something like candraloka, 


5. आनन्दायव भूतानि यतन्ते यानि कानिचित्‌ YV.VIA 208. 20. 
vil 
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“That is the highest place, the peaceful way ( t. e. state), the eternal 
good, happiness ( Siva). Delusion no longer disturbs the man who has found 
rest ( visrànti ) there, ”? 


Such verses, many of them very lovely, could be multiplied indefinitely.? 
| 77, ए 54,70: 

तत्पदं सा Mid: शान्ता Tega: शाश्वतं शिवम्‌ | 

तत्र विश्रान्तिमाप्तस्य भूयो नो वाधते श्रम: II 
2. We have hardly done justice to the importance of this fascinating work. 


There are many more passages relevant to the issues we are considering here. We think 
of the extraordinary explanation at VI B 83, ]8 of Siva at the end of time dancing and: 


यच्रयति हि तद्विद्वि चिद्धनस्पन्दनं निजम्‌ । It is almost identical with the explanation 
that Abhinava gives in the 4. Bh. Vol I, p. 2). The dance of Devi (at VI 8, 85) 
is similarly explained and again linked np with the concept of spauda ( one of the key 
terms in Kashmir Saivism ), so often used in the FV (e. g. at IIT. 67. 6 itis equated 
with cinmátra ). Many other passages bring to mind Abhinavagupta and his ideas on 


Santarasa, Thus at VI B 39, 36 we are told: यथा नाहं न संसारः शान्तमेवावशिष्यते | 
“when the world and the “I” disappear, only tranquillity is left.” A verse that 


cours frequently ( with minor variations) is: न दुःखमस्ति न सुखं झान्तं शिवमजं जगत्‌ | 
(VI B 37, 39) which we can compare with the NS, Vol. I,(G. 0. B.), p. 334 and 
with'the verse quoted below from the Visnudharmottarapurüma. Santa is said to 
‘be the end of desire for which there is nothing comparable in the universe : 


इच्छोदयो यथा दुःखामिच्छाशान्तिर्यथा सुखम्‌ | 

तथा न नरके नापि ब्रह्मलोकेऽनु भूयते ॥ 
(VI B 36, 24) on which the commentary quotes the verse yac ca kimasukham loke 
etc. ( p. I39), which Ananda quotes in the Dhvanyaloka, p. 390. The tree that gives 


vi§rants ia said (VI B 44, 20 ) to be vairagyarasapustátmá. A passage very interesting 
in the context of rasa is VI B 4!, 5-6 


चिञ्चमत्कारमातात्मकल्पनारङ्गरञ्जनाः | 
संख्यातुं केन शक्यन्ते खे जगचित्रपुत्रिका: ॥ 
रसभावविकाराठ्यं नृत्यन्त्याभिनयेर्नवैः | 
परमाणुप्रति प्रायः खे HEA ANAT: ॥ 


Note the commentary on this ( p. ]50) : चिञ्चमत्कारमात्रात्मनो ये जीवास्तेषां कल्पना- 
मात्रात्मके रङ्गे नृत्यमण्डपे झड़ारादिना नानारसरञ्जना यासाम्‌ । जगचित्रपुत्रिकाः खे नृत्यन्तीति परे- 
णान्वयः । रसैः छुङ्गारादिभिर्भावेः स्थायिभावेविकारेः कम्पस्वेदादिसंचारिभावेराठ्यं यथा स्यात्तथा | 
A similar verse, betraying the same knowledge of aesthetic theory is VI B }, l8-9: 

रसभावनमन्तस्ते माल भवतु कर्मसु | 
दारुयन्त्रमयस्येव परार्थमिव कुर्वतः ॥ 
नीरसा एव ते सन्तु समस्तेन्द्रियसंविद: | 
आकारमात्रसलक्ष्या हेमन्तर्तो लता इव ॥ 


on which the commentary ( p. ]070 ) reads : यथा परेषां कोतुकार्थ नृत्यादि कुर्वत इव स्थितस्य 
दारुपुत्रिकायन्त्रस्य नटवच्छुङ्गारादिरसभावनं नास्ति तद्वत्तवापि कुर्वतो विपयसुखे मूखस्येव रसभावनं 
कौतुकबुद्वि्मा भूदिलर्थ: | 


( Continued on next page 
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There are many passages from Kashmir Saiva literature that helpea to 
stamp Abhinava's philosophy. Here, for example, is a fine passage from the 
Paràtrimiikà! : 

“ He sees, without any doubt, through the Saktis of Siva (as if things 
were) right in front of him. This is the attainment of immortality, the 
experience of the Self. This is thc initiation. into. Nirvana, and that which 
establishes the existence of the world.” 2 


* ®» f = ! a * 
And here is an important verse from Somananda’s Sivadrsti® : 


* When one attains great bliss, or when one sees a friend after a long 
absence, meditating on the joy that arises, one merges into it, and one's mind 
becomes one with it. ” * 


It is impossible to say how influential for Abhinava was the Tattvaloka 
of Anandavardhana. The work has been lost, and unfortunately no quota- 
tions at all have been preserved. All we know of this work is what Abhinava 
tells us in the fourth Uddyota of his Locana? : that it dealt, in great detail, 
with the relation between sastra and kawya, poetry and philosophy. Most 


Continued from previous page ) 

Oo trsnasantyaya (cf. Ananda’s stháyibháva for áintarasa, namely trgnd- 
kraya), see V 24,52. Note how dolls sing and talk with goddesses: VI B 6, 4i, 
On the mirror image, cf. II ]5,6; Il ]3,75. Note VI A 26-36: नाइमस्मि न चान्यो5स्ति 
न मनो न च मानसम्‌ which is a vorse quoted in the Tantrdloka, Vol. I, p. 44. Cf. 
Tantráloka, II p. 73. The Y V. stresses the relativity of time (and how profound erx- 
periences escape from ordinary notions of duration ) : IJI 60,22: क्षण: स्वप्रे भवेत्कल्पः 
कल्पश्च भवति क्षणः . Finally one thinks of the uwesome : maunam erdnagisyate ( VI B 
83,29). ‘ Only silence remains, °’ 

|. Pardtrimsikdviorts of Abhinavagupta, ed. by M. R. Shastri, KSTS, No. 
XVIII, Bombay, ]98, p. 258—269, 

2. साक्षात्पर्‍यत्यसंदिग्धमाङ्ष्टी रुद्रशक्तिभि: | 

इयमेवामृतप्राप्िरयमेवात्मनो ग्रहः । 
श्यं निर्वाणदीक्षा च विश्वसद्वावसाधिनी ॥ 
( इयं संविदिति यावत्‌ ) 
We are not sure how to take dkrstih. Is it tho subject of saksat paágati or its object ? 
3. Utpaladera’s Sivad rgtivrtti, ed. by M. K Shastri, KSTS, LIV. Srinagar, 
I934, p. I2. The verse is also number i| of the Vsjnanbhasrsva, p. 60. Abhinava- 
gupta quotes the verse in the JP VV. Vol. ll, p. 50. 


4. आनन्दै महति प्राप्त दृष्ट वा बान्धवे चिरात्‌ । 
आनन्दमुद्गतं ध्यात्वा तलयस्तन्मयो मवेत्‌ ॥ 
6. Locana, p. 533 : एतञ्च ग्रन्थकारेण (i.o. Anandavardbaua ) तत्त्वालोके वितत्योक्तामिह 


त्वस्य न मुख्योऽबसर इति नास्माभिस्तददर्शितम्‌ . Itis clear from the Vréti passage on p. 533 
of the D. Al. that the work dealt with what Ananda calls the &istranaya and the 
kdryanaya. The 7'altodtoka is also roferrod to by Abhinava in his Locana on Udd. I 


( p- 67). 
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likely Ananda was inspired to this from his speculations on the nature of the 
Mahabharata as both a work of philosophy and a work of poetry. We can 
justly presume that many of Abhinava's ideas come from this text. 


Another question that must go unanswered, though it is rich in possi- 
bilities, is Abhinava's debt to Buddhism. We simply do not know anything 
definite on this problem at all, though it is very tempting to speculate.’ 


INFLUENCES FROM SPECULATION ON Santarasa 


It is clear that Abhinava did have access to certain old manuscripts of 
the Natyasastra in which nine rasas were enumerated, including sanéarasa, 
and not the usual eight. Apart from the famous Kalidasa passage? which 
mentions only eight, there is reason to believe that Abhinava himself realised, 
with an extraordinary display of intellectual integrity, that eight was the 
older and more genuine reading. We say this because when he quotes the 


f * * 
verse from the NS? enumerating the rasas, in the Locana, he quotes the 
e B E 





]. Abhinvava of course knew Dharmakirti whom ho refers to with groat 
respect in the JP VV, e. g. Vol. II, p. iL : प्रामाणिकोऽप्यार्यधर्मकीतिराचार्यदिङ्नागयन्धानु- 
रोधात्तत्पक्षपातादेवम भिधत्ते, न पुनरस्य स्वरुनिरेषात, He again refers to bim by name at 
IPVYV, I, 279; I), 46 and ]74. He mentions the Pramdneodritika by name at several 
places in the 2P VF. E.g. Vol. Il, 220; 223; 228; 234; 400; Vol, III. p. Ll; 72; $03; 427; 
38; l40; 200; 389 and 397. In defendiug dhvans against those who claimed that it was 
ineffable, Ananda has the following lino : यत्त्व निर्देश्यत्वं सवंलक्षणविपयं बौद्धानां प्रसिद्धं तत्त- 
न्मतपरीक्षायां म्रन्थान्तरे निरूपयिष्यामः | इह तु ग्रन्धान्तरश्रबणलवभ्रकादानं सहृदयवेंमनस्यप्रदायीति न 
प्रक्रियते । Abbinavo, commenting on this passage ( Locana, p. 6)9 ) remarks : ग्रन्थान्तरं 


इति । विनिश्चयटीकायां धर्मोत्तर्या या विवृतिरमुना ग्रथकृता कृता तत्रैव तद्र्याख्यातम्‌ । It is really most 
unusual that Ananda should write a commentary on a Buddhist text. This certainly 
shows that Buddhist doctrines must have exercised at least a fascination for Ananda 
and thus for Abhinava us well. Under NS. Vl. 45 (G.O.S. p. 299), thero is Abbi. 
Davu’a odd remark that some who believe in Sdntaras« add the Buddha as tho devata : 


बुद्ध: शान्ते5ब्जजो5द्धुते शति दान्तवादिनः केचित्पठन्ति Ho then goes to remark : बुद्धो fata: 
परोपकारकपर: प्रचुद्धी वा। is it not significant that the only drama that Abhinava quotes 
from in support of sénéaraea is the Buddhist drama, the Nágánanda ? Oddly enough, 
however, there exists ut present no Buddhist text on alankéragdstra, It seoms rather 
unlikely that Dharmakirti wrote a work entitled simply '**Alaákára"', as Kane has noted 
( H.S. P. p. 65) : “ Bo the Buddhist logician and philosopher Dbarmakirti may have 
been a poet, but thore is nothing to substantiate the claim to rezard him as a writer 
on Alankára, " Seo Sivaprasada Bbnttacharyn, ** Studies in Indian Poetics ", Calcutta 
I964, which contains the reprint of an article entitled ** The Neo-Buddbist Nucleus in 
Alankáraéistra ", though as Kane points out, the quotation from the Vüásavadattá is 
at the most ambiguous inspite of what Sivarima says. There seems to us no likeli. 
hood that the kdrikds of the Alaskarasekhara could be by Dlarmakirti though we 
have no apace to give our arguments, Note finally that Abhinava often quotes one 
Rabula, a commentator on the Ná:yatastra, and that this is a Buddhist name, 
2. Vikramorrasiya, Il. 35. 


3. NS VI, l5, quoted in tho Locana on p. 83. 
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verse: with only eight rasas. Moreover, throughout the A. Bh.’ he speaks, 
whenever he mentions santa, of those who “ read " Santa. We cannot there- 
fore know how old the doctrine of SR is. The first author of known date 
to mention SR is Udbhata,? who simply includes it in his enumeration‘ 
of all the rasas without further comment or explanation. The interpolated 
Santarasa passage in the NatyaSastra, whatever it was ( for it is clear that the 
present passage is not likely to be precisely the one that Abhinava commented 
on? ), is nonetheless likely to have been the earliest reference to SR that 
Abhinava knew. If we, purely tentatively, place the core of the NS around 
the fourth century A. D., then all we can say is that SR must have been add- 
ed to the text sometime before the time of Udbhata, i. e. the eighth century 
A. D. (unless we are to argue that it was Udbhata who first spoke of SR. : 
which seems most unlikely in view of the fact that he has nothing whatever 
to say about it, beyond naming it). However, it is clear that for Ananda, 
SR was a matter of controversy. Had the passage from the NS already 
existed, and had Ananda felt that it was genuine, there would be no reason: 
for him not to have mentioned this fact in his D. Al., while discussing SR. 
The fact that he did not, makes us suspicious of its existence in his time.- 
But if it was not existent, this means that it was added betwcen the time of 
Ananda and Abhinava, i. e. only a space of about one hundred years. Is 
this sufficient for Abhinava to speak of “ old ° manuscripts which contained 
the SR additions ? 


The influence on Abhinava of Ananda’s speculation on SR will become 
clear from the passage we uanslate below. The importance of the NS passage 
( and related verses, which though they do not specifically mention SR, yet 
seem to Abhinava to imply it) will also be clarified in part II of this volume. 
But here we should say something of several passages* which claim to be 
old, but which can at best be described as suspect. 


Re» ool — — 


l. E.g. A. Bh. Vol. |, p. 299 and 332, 

2. Udbbata, Adrydlankdrasdrasuryraha, LV. 4. 

Note that Vararuci's Ubhaydbhisarika mentions a drama contest in which the 
phrase asian rasah occurs ( Caturbháni, Madras, I922, p.t3). See A. K. Warder and 
T. Venkatucharya’s recent translation, Madras, !967. 

3. For one thing he docs not cominent on all of the passage, and for anothor, 
the terms used oontradiet his own. Thus the setháyibháva is gama ( which Abhinava 
attempts to interpret ), and /uttrajflàna is given (p. 332, NS. ४०).,।), G. O. 8. ) asa 
vibhàva of $ánta ! 

4. One should note too the passage from the VJ of Kuntaka. In his résumé 
of the fourth uumesa, B. K. Do quotes a line on this subject ( p. 239, second edition ) : 

रामायणमहाभारतयोश्व शान्ताङ्भित्वं पूर्वस्‌ रिभिरेव निरूपितम्‌ | 
" Ancient sages bavo doscribod santa as the main rasa of hoth the Ramayana and the 


( Continued on next page 
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In the twentieth chapter of the Visnudharmottarapurdna, we find the: 
following stanzas : 

“ Santarasa is to be considered as independent and as standing 
separate. ” ? 


The point here is that four of the other rasas give rise to four others, 
according to Bharata. Since Bharata does not mention $3nta, and since there’ 
are only an even number of eight rasas, there is nothing it could come from. 


“ O King, they say that santa arises from vairagya. Itcan be enacted 
by means of taking on religious paraphernalia and through such means as 
compassion for all beings, meditation, encouraging others towards the path 
of moksa etc. "? 


' . . f 
| * Santarasa is that wherein one feels the same toward all creatures, 
where there is no pleasure, no sorrow, no hatred and no envy. ” 3 


It is clear that these lines are simply a pastiche of the various passages 
which the reader can see in Part II. It seems to us unlikely that this passage 
antedates Abhinava. The editor, Miss Priyabala Shah, thinks differently : 
“Thus in the present stage of our knowledge, it would be safe to put 
Visnudharmottara somewhere between the first or rather the second half of 
the fifth century A. D., and the first half of the seventh century A. D., i.e. 
between circa 450 and 650 a. D. "* But in dating any Purana text, to date 
more than single sections (and indeed, perhaps more than single stanzas ! ), 
even very roughly, is a hazardous undertaking. It is perfectly possible that 
certain sections of the VDP are as old as Miss Shah claims the whole is, but 








Continued from previous page J 
Mahabharata”. This can only Le a referonoe to Ananda'a fourth Uddyota ( Kóriká 5, 
the ४7८८४ on this). The puzzling thing is that Ananda describes taruna as the azgirasa 
of the Ramayana, and not kanta! ( Moreover, is it not a bit odd to refer to Ananda 
as purvasirihhih ? ) Note that the MB of the Vakroktijivitam breaks off in the middle 
of a sentence diacussing the Nag«ananda ( De, op. cil., p. 246 ) (although Dr. Nagendra 
in hia “Hindi Vakroktijivita " claims that the work cannot be said to be incomplete 
since it deals with all the six topics it mentions at I. ]8, although of course there is no 
colophon ) and we cannot kuow, therefore, what rasa Kuntaka held to be the major 
one in the Nágaànanda. 
]. Visnudharmottarapurána ( VDP) p. I00, Vol. I, 9-l}. 
Medi रसः स्वतन्त्रोऽत्र पृथगेव व्यवस्थित: | 
2, शान्तस्य तु समुत्पत्तिनृप वैराग्यतः स्मृता | 
स चाभिनेयो भवति लिड्ग्रहणतस्तथा ॥ 
सर्व भूतदयाध्यानमोक्षमार्गप्रवर्तनः | 
3. नास्ति यत्र सुखं दुःखं न द्वेषा नापि मत्सरः | 
समः सर्वेषु भूतेषु स दान्तः प्रथितो रसः | 
4. VDP, third Kanda, Vol. I, O. I. Baroda, I958, p. XXVI. 
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there is no likelihood that the same is true of the Alankara sections. Jt 
would be preposterous to hold that such a composite and clearly derivative 
work as the VDP (indeed any Purana) actually originated an idea such 
as SR. 


This same reasoning can apply to the Jain text, the Amuyogadvara- 
sütra.! We cannot of course say for certain that the followiug passage is 
interpolated, and thus it could, in theory, be as old as the fifth century A. D. 
‘But the possibility of interpolation, especially in the case of a text that 
provides examples of numbered objects, is not unlikely. In any case, this 
could not possibly lie at the origin of SR, especially since it is the only 
reference to $antarasa in Jain literature before the tenth century A. D. 


णव कव्वरसा पण्णत्ता, d जहा-- 
वीरो सिंगारो अव्मुओ अ रोद्दो अ होइ बोद्धव्यो । 
Feat बीभच्छो हासो AM पसंतो अ || 
निद्दोसमणसमाहाणसंभवो जो पसंतभावेणं | 
अविकारलक्‍्खणो सो रसो पसंतो त्ति णायव्यो ॥ 


पसंतो रसो जहा--- 
सब्भावनिव्विगारे उवसंतपसंतसोमादिट्टीअं | 
ही जह मुणिणो सोहइ मुहकमळे पीवरसिरीअं || 


:** There are nine? rasas in poetry. They are: 
‘The heroic, the sexual, the wondrous, 
the wrathful, as well as shyness, 
the disgusting, the comic, 
the pathetic and the calm’. 


, 
Santarasa is to be known as characterised by an absence of ( mental) per- 





]. We have used the Avamodaya Samiti edition, Pothi form, Bombay 924, 
with Maladhiiri Hemacandraaüri'a (not Hemacandra, the author of Kdvydnusssana ) 
Sanskrit commentary, We have just received a very fine edition of the Nandi- 
suttam and the Anuogaddáram, ed. by Muni Punyavijayn, Pt. Dalsukba Malvania 
‘and Pt. Amritlàl Mobanlal Bhojak, Jain-Agama Series No. |, Shri Mahavira Jaina 
Vidyalaya, Bombay, }968. See p. I2l, St. 262. For the date of this text see the exce- 
llent introduction to this volume, 


2, Note that bhayánaka is not included in this list, Iu its place is velanao 
(tridanaka ), the sthayibhdva of which is vridd, or /ajjà ( p. I37-I38). According ta 
the commentator, bhayanaka is included under raudrarasa, 
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turbation; as arising from composure of the mind divested of all passions 
and as marked by tranquillity. 


Here is an example: ? 


“Oh, (look) how the lotus-like face of the sage shines! It is: full of 
the beauty (of mental calm) and genuinely devoid of any contortions ( due to 
the upsurge of passions), with its calm (devoid of all urge to look at beautiful 
objects ) and gentle eyes unperturbed ( by anger, lust, etc. ) 


Even if both of these passages were older than Abhinava, there is little 
likelihood that he would have seen either. 


TANTRIC INFLUENCE 


The only contemporary description we have of Abhinavagupta is one of 
exceptional interest. Allowing of course for stylisation, the picture is none- 
theless extremely vivid. Abhinava is presented as a mystic of a most unusual 
Sort: he is surrounded by women, playing a musical instrument (it is not un- 
likely that this was at the time of Abhinava’s life when he was expounding 
the text of the NS on music ), drinking wine and yet engaged in the most 
intellectual of pursuits, commenting on a text. The work is called the 
Dhanyasloka, and consists of only four verses. According to Prof. Pandey, 
the man who wrote them was a direct disciple of Abhinava, and actually saw 
him as he describes him in the verses. Here is our translation of this impor- 
tant passage : 


“ May the glorious god Daksinümürti ( Abhinavagupta ), who is an 
incarnation of Siva, protect us! Out of his deep compassion he has taken a 
new bodily form and come to Kashmir. He sits in the middle of a garden of 
grapes, inside a pavilion made of crystal and filled with beautiful paintings. 
The room smells wonderful because of flower garlands, incense-sticks and 
(oil -) lamps. Its walls are smeared with sandal-paste and other such things. 
The room is constantly resounding with musical instruments, with songs and 


|. Hemacandra explains nirdosa as himaididosarahita. Samddhana is 
composure of the mind : विपयाद्योत्सुक्यनिवृत्तिलक्षणं स्वास्थ्यं i He takes prasantabhavena 
in the 56080 of krodhadinaritydgena jayamanah, “ arising from the renunciation of 
anger, etc.". But this involves repeating the idea conveyed by nirdosa. We, 
therefore, understand it as standing for pragautahhavenea npalaksitah ( the instrumental 
of charactorisation—upalaksane trtiya ), and take praidutabhadra to mean prazántatva 
i. e. tho same thing as sama 

9 Our translation of this stanza follows the commentary, p. I39. There is 
.one puzzling word there ; on p. I40 the commentary writes : qzq भा! यथा मुनर्मुख- 
कमलं शोभते | कर्थ भूतम्‌ १ | ARMA न मातृस्थानत:, Now what does this mátrathánatah stand 
for? Perhaps mütrsthána is a wrong sanskritisation of maitihana for máyásthána, 
ji. e. “not with deceit, sincerely.” 
3. K. C, Pandey, Abhinaragupta, p. 20, 
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With dancing. There are crowds of women Yogins and realised beings 
(siddha ) with magic powers. It is equipped with a golden seat from which 
pearls are hanging. It has a soft awning (talima) stretched over it (asa 
canopy ). Abhinava is attended by all his numerous students, with Ksemaraja 
at their head, who are writing down everything he says. To his side stand 
two women, partners in Tantric rites (dari), who hold in one hand a jug of 
wine ( Sivarasa ) and a box full of betel rolls, and in the other hand a lotus 
and a citron. Abhinava has his eyes trembling in ecstasy. In the middle of 
his forehead is a conspicuous tilaka made of ashes. He has a rudraksa bead 
hanging from his ear. His long loose hair is held by a garland of flowers. 
He has a long beard and golden (reddish-brown) skin; his neck is dark 
with shining yaksapanka powder. His upavita string is hanging down loose 
from his neck. He wears a silken cloth (as a dhoti) as white as moon- 
beams, and he sits in the Yogic position called virasana. One hand is held 
on his knee holding a rosary with his fingers clearly making the sign (mudra) 
that signifies his knowledge of the highest Siva. He plays on his resonating 
lute with the tips of the quivering fingers of his lotus-like left hand ".! 


Clearly this is a picture of a Tantric rasika. It would be a grave 
error to suppose that Abhinavagupta accepted only a token form of 
Tantrism.? The Kaula system on which he comments so elaborately in 





I, The text has been edited by Pandey, op. cit. p. 738 from a single manue 
acript preserved ia Banaras : 


द्राक्षारामस्य मध्ये स्फटिकमाणिमये मण्डपे चित्ररम्ये 
पृष्पस््रग्धूपदीपैरवहलपरिमले चर्चिते चन्दनाचेः | 
artic: सनृत्ये: सततमुर्खरेते योगिनीसिद्धसंपै- 
राकीर्णे स्वर्णपोठे मृदुतलिमतले वद्धमुक्ताविताने ॥ 
आसीनः क्षेमराजप्र भूतिभिरखिल: सेवितः शिष्यवर्गे: 
पादोपान्ते निषण्णेरवहितहृदयैरुक्तमुक्तं लिखद्धि: | 
दवाभ्यां पाश्वस्थिताभ्यां शिवरतकरकं पूर्णताम्वूलपेटीं 
दूतीभ्यां बिश्रतीभ्यामपरकरलसन्मातुलिज्लोत्पलाभ्याम्‌ || 
आनन्दान्दोलिताक्ष: स्फुरक्ृतातिलको भस्मना भालमध्ये 
रट्राक्षोलासिकर्णः कलितकचभरो मालया FAFA: | 
रक्ताङ्गो यक्षपद्डोलसदसितगलो लम्बमुक्तोपवीतः 

क्षौमं वासो वसानः शरशिकरथवलं वौरयोगासनस्थः ॥ 


जान्वासक्तेकहस्तः स्फुटपरमशिवज्ञानमुद्राक्षसूत्रो 
वाम श्रीपाणिपग्मस्फुरितनखमुखेवादयन्नादवाणाम्‌ | 
श्रीकण्ठेशावतारः परमकरुणया प्राप्तकाइमीरदशः 
श्रीमान्न: पातु साक्षादाभिमववपुषा दक्षिणामूतिदेवः ॥ 
2, For good bibliographies on Tantrism, see M. Eliade, “ Yoga, Immortality 


and Freedom", Bollingen Series, Pantheon Inc. N. Y. 958, and A, Bharati, “ The 
Tantric Tradition", Rider & Co., London, 965, ` 
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his Tantraloka repelled all Westerners and most Indians who knew anything 
about it. This is a great pity, for it is surely one of the most interesting forms 
of practical mysticism ever invented. What concerns us here is the adiyaga, 
the rahasyavidhi (secret ritual) belonging to the Kaula school. Abhinava 
devotes the whole of the 29th aAnika of the Tantraloka! to very elaborate 
explanations of this ritual. The text is extremely obscure on those passages 
that interest us the most, partly on purpose? and partly because this subject 
-has been rarely seriously studied, so that one is ignorant of most of the 
technical terms. In fact, apart from K. C. Pandey's use of the Tantraloka 
in his work on Abhinavagupta, nobody else seems to have used, for any 
extensive purpose, this massive text. What is of interest to us is the 
similarity this process bears to a dramatic performance and the influence 
that this must have exercised on Abhinava's incipient theory of aesthetics.* 
The ritual is in fact an elaborate play that takes the greater part of the day. 
The goal is the same as the goal in any ordinary drama, to reach a state of 
perfect equanimity, blissful repose, where the Dut; identifies herself with 
Sakti, and the male identifies himself with Siva. As Abhinava puts it in an 
extraordinary verse in this section : 


“प्‌ do not exist, nor does anyone else. Only as Saktis do I exist." * “If 
one meditates, for even a moment, on one's real natural (Self) that is pure rest 
then, one bocomes ( like ) a great bird, and finds a woman to make spiritual 


———— — — — — 


l|. Tantrdloka, Vol. XI, part II, p. l-72. 
2. Op. cit., p. lIl5, verse 69 : 
न पठ्यते रहस्यत्वात्‌ WE: शब्दैर्मया पुनः | 
See also p. l9, Jayaratha: 
स रहस्यत्वात्‌ समयभङ्गभयाञ्च नेहास्माभिः प्रदर्शित: d 

3. Professor R.Gnoli writes to me {June ll, I969): * I have just completed the 
translation of the Tanirdloka by Abhinavagupta, which has kept me very buay for 
several years. The book will be shortly published by a Firm of Turin, in Italian °’, 

4. Although Kane (H. S. P., p.242) aud K.C. Pandey ( Abhinavagupta, p. 33) 
place the Tantráloka earlier than the Locana, this is due to what must have been a 
wrong reading in the early editions of the Dàvauyáloka in the Kávyamálá edition 
There tbe reading was given as— 

तदुत्तीर्णत्वे तु ud परमेश्वराद्रयं अल्लेयस्मच्छाखानुसारेण विदितं तब्ालोकग्रन्थ॑ विचार्य । 
These readings do not fit the context as well as the reading given by Kuppuswami 
Sastri in hia edition, p. I25: 

तदुत्तीर्णत्वे तु सर्व परमेश्वराद्वयं अ्रह्मेसस्मच्छास्त्रकारेण न न विदितं तत्त्वालोकग्रन्थं विरचयतेद्यास्ताम्‌। 

This is also the reading given in the edition with Bálapriya. 

5. Verse 64, p. 44: 

नाहमस्मि न चान्योऽस्ति केवलाः शक्तयस्त्वहम्‌ | 
( इत्येवं वासनां कुर्यात्‌ सर्वदा स्म्ृतिमात्रतः ॥ ) 

Note that the first part of this verse (néham asmi ua cányo sti) is identical with a 
stanza in the Yogandetstha, VI A, 26, 36, p. 828, It ia found with variations, through- 
out the Y V. 
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love to Abhinava uses the same terms for both experiences.* The 
whole ritual, according to Jayaratha, in his remarkable commentary on the 
Tantraloka, is to “reveal” or “ suggest " (abhivyakti)* atmananda. The 
strangest and the most disturbing element in the ritual involves the Dati 
(note the similarity to love-poetry, where every Nayika must have a Dit) 
The culmination of the ritual is concerned with this Dot, who identifies 
herself with Siva’s Sakti. Jayaratha quotes a text to the effect that this Dati 
should be: 


* One's own wife, one's sister, one's mother, one's daughter or one's 
beautiful friend "'.* 

But Jayaratha points out that Abhinava (?) did not accept one's own 
wife as a Dati, for one might conceive purely carnal lust in her case,’ which 
goes against the whole ritual® where the goal is to enter a state of pure 
consciousness. The Dut is very elaborately described in fourteen verses 
from the Sritantrarajabhattaraka, with all the paraphernalia of a maha- 
kāvya. Now follow the ordinarily? forbidden acts,'? the three makaras 


जिन — —— 
— = 


l. The rest of the stanza is taken from Jayaratha, p. 45: 
क्षणमप्यत्र विश्रामं सहजं यदि भावयेत्‌ | 
तदा स खेचरो भूत्वा योगिनीमेलनं लभेत्‌ ॥ 
2. Thusonp.Ill8, verse I76,the words camatkrts, rasa and ánanda are all found 
3. The saine idea is found in the Auldruavatantra, under V. 80 ( Jivananda 
Vidyasagara's ed, ) 
आनन्द ब्रह्मणो रूपं तञ्च दहे ब्यवस्थितम्‌ | 
तस्याभिब्यञ्जकं मद्यं योगिभिस्तेन पीयते ॥ 
Cf. what Jayaratha says on p. 02 
स्वानुभवमात्रेक्ररूपस्यार्थस्य प्रकाशकम भिव्यज्ञकामिलर्थ: | 
4. Jayaratha,p.72: 
स्वपत्नी भगिनी माता दुहिता वा शुभा सखी! 
5. Jayaratha, p. 73: 
स्वपल्यां fe रिरंसासंभावनाया आपि अवकाश: स्यात्‌ । यदुक्तम्‌ -- 
दूतीं कुर्यात्तु कार्यार्थी न पुन: काममोहितः | 
6. Cf. p. 67, Jayaratha : 
एवमेतत्कुलमार्गानुप्रविष्टेन सर्वथा स्वात्मानन्दव्यज्ञकतामात्रपरतया सेव्यं, न तु तद्गर्धन । 
( not out of greed ). 
7. Jayaratha, p. 72 : अनवच्छिन्नपरसंवित्स्वरूपावेश: | 
8. Jayaratha, p. 68-69. 
9, Jayaratha often quotes verses in support of the seriousness of the aspirant, 
e.g. on p. 67 ( uuder verse 99 ) : 
विना गुरुं विना देवं मूढवत्परमश्चरि | 
मद्यमांसाशिनो नित्यं TIA न संशय: ॥ 
]0. Verse ]0, p. 7 : j 
अत्र यागे च यद्द्रव्यं निषिद्धं शाखसंततो | 
तदेव योजयेद्धीमान्‌ वामामृतपरिशुतम्‌ || 
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wine (madya also called Sivarasa at V. I7 ), meat (mamsam) and love- 
making ( maithuna). These three, when combined together, give the highest 
bliss ( ananda) and the highest bliss is none other than Parabrahman.! 
Abhinava points out that this ritual expands ( vikasa) the heart, by inducing a 
state of complete freedom from desire (nairakanksya), since one's body 
( through the use of perfume, incense and flowers, verse 08, p. 77 ) and mind, 
are mutually satisfied. The actual sexual union,? described in verse 50 is 
said to give rise to anandavisranti, “rest in bliss", on which Jayaratha has 
the significant gloss ( p. 36) of svatmacamatkara. In his exposition, Abhinava 
uses the term Santa several times (e. g. verse ]33, p. 95) and many other words 
and concepts which were to form his theory of aesthetics. Finally one of the 
major verses makes this comparison that we have been drawing inevitable: - 

** Because of the flow ( rasa ) of desire, through the force of the relish 
( carvana ) of outward things, which are filled with one's own flow (?), one 
attains the state of complete repose ( visrantidhama ) and all phenomenal 
objects (comm. bhavajata ) are merged into one's own Self.” 








l. Verses 49-60. The verses actually dealing with intercourse (e. ¢. III-I247) 
are deliberately couched in obscure and symbolic terms, so tbat it is very difficult to 
understand precisely what is meant, There is no doubt that the soxual act is preceded 
by elaborate fore-play directly acted out, but symbolically interpreted. Thus Jaya- 


ratha on verse ll4, p. 83 writes: अथ चात्र परस्पराहननालिङ्गनपरिचुम्बनादिरक्षणः क्षोभ: । 
The passages concerning the actual ejaculation of semen are the most obscure of all. 
lt is clear from p. 89 and elsewhere that the face of the sakti is the most important 
cakra of all, and it would seem, thougb we are not certain if we have understood tlie 
passages correctly (6. g. p. 88 ), that the man ejaculates in the mouth of the woman. 
From the many quotations that Jayaratha cites, it ia obvious that there existed a very 
elaborate and serious literature on this subject, unfortunately lost today, In explain- 
ing the dificult verse on p. 9l, (verse I2R) Jayaratba explains that the semen 
should be passed back and forth from tbe mouth of the woman to the moutb of the man, 
and finally poured into a consecrated vessel. Several verses from ‘‘ tbe dgamas " 
are quoted in support, e. g. p. 93 : 

वक्त्राद्वक्‍त्रप्रयोगेण समाहृ महारसम्‌ | 

तेन संतर्पयेच्चक्रं देवतावीरसंयुतम्‌ ॥ 

Abbinava himself discusses various forms of ejuculation, all supported by ancient 
authorities, The subject, of enorinous interest to studenta of religion and of pyscho- 
logy, deserves a close and impartial investigation. 

9. T. Al. verse 97, p. 64: 
आनन्दो sep परम॑ तञ्च देहे त्रिधा feng 
उपकारि द्वयं तत्र फलमन्यत्तदात्मकम्‌ ॥ 
Dvayam in this verse ia explained by Jayaratha as wine and meat. Anyad is sexual 
intercourse, Note tbat Abhinava himself, verse 99, and Jayaratha as well, are careful 
to point out that the reason for engaging in such rituals must be transcendental, and 
not lust or greed, p. ५७५७-07. 
3. T. Al, 37, p. 97 : 
रणरणकरसान्नि जरस भरितवाहि भाव चर्वणवरोन । 
विश्रान्तिधाम किचिछब्ध्वा स्वात्मन्यथार्पयेत्‌ ॥ 
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Abhinava uses very similar terminology! when speaking of $rrigararasa 
in the Abhinavabharati : 

“ The joys of sex really apply to those who are in love with one an- 
other. Because it is only when one is in love that there is continual (dhara) 
repose in sheer happiness. ” ? 


Leaving aside the extremely curious sexual contacts with one's own 
family ( which require a very careful pyschological, or pyschoanalytic analysis 
if the significance is to be found ), there is nothing in the rest of the ritual that 
does not bear a close resemblance to the theatre. Surely such Tantric rituals 
affected Abhinava's views on the eventual goal of art, and led him to his 
transcendental theories on the aim of the aesthetic experience. The combina- 
tion was unique in all of Indian history, and has produced one of the great 
monuments to the complexity and profundity of the human mind. If we 
sneer at the sexual elements, we reveal more about our own inadequacies and 
parochialism than about the ritual itself. It is only a lack of respect for the 
texts that will allow us to dispense with such passages under the excuse that 
they are *' indecent ”’, for this they are surely not. 
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It is of course impossible to give more than a brief sketch of Abhinava's 
amazingly rich range of thinking on aesthetic topics. What we wish to do 
here is to quote two long passages from the Locana with a translation. In 
the first, Abhinava gives a brief survey of his own philosophy of aesthetics, 
the earlier draft of his famous statement in the A. Bh. on the rasasutra of 
Bharata. The second passage we chose because it serves to illustrate how 
these principles will apply to a concrete literary situation. Before giving the 





|, Note bow similar this is to XXVIII. 20, p. 40 vol. XI of the Tantraloka 
where the actual comparison with the theatre is stated : 


यथा प्रेक्षणके तत्तदद्रष्टसंविदभेदिताम्‌ | 
क्रमोदितां सद्य एव लभते तठवेशनात्‌ | 
योगाभ्यासक्रमोपात्तां, तथा पूर्णा स्वतंविदम्‌ ॥ 
Note also the preceding verso, no. 28, where the participants in the mystic cakra must 


be purzasamvid and capable of ta»mayibhavaua, again the very terms used by 
Abbinava in the Locana and the 4bhktinavabhGratt : 


तचक्रचारनिष्णाता ये केचित्पूर्णसंविदः i 
तन्मेलकसमायुक्तास्ते तत्पूजापराः सदा ॥ 
The next vorse ( p. ]0) speaks of tanmaya. 
= 2, A. Bha Vol. Ip. 302: 
रतिक्रीडासार्थ च (रतिः क्रीडा । सा च) परमार्थतः कामिनोरेव | 
तत्रैव सुखस्य धाराविश्रान्तेः | 


The next line, beginning aparasya tu and ending paramo bhogah is, we feel, 
important, but unfortunately wo are unablo to make good sense of it, 
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passages however, we thought it would be helpful if we indicated certain 
important ideas of Abhinava from his philosophical and literary works that 
will serve as an introduction to the two difficult passages to follow. ( As 
the ‘reader has probably already recognised by now, all of Abhinava is 
more or less difficult. It is impossible, unfortunately, to read his works the 
way one reads the Dhvanyaloka, with immediate comprehension. Almost 
every sentence of Abhinava’s is a puzzle which must be carefully pondered 
before it yields up its meaning, and even then we are not always certain to’ 
have understood correctly. ) 


In his philosophical works, we find Abhinava moving towards a 
synthesis of aesthetic pleasure and philosophy. The most important passage 
in this respect is from Abhinava’s commentary on Utpala’s vivrti on the 
I$varaprat yabhijnàkarika.! Parts of it are corrupt, or at least we have not been 
able to make perfect sense of every sentence. Here is a tentative translation? : 


* And so it has been said by Sri Bhattanarayana :? ** Whatever bliss 
is to be found in all of the three worlds is only a drop from the ocean of 
bliss that is the god ( Siva ) to whom I bow down." And so when a gourmet 
tastes drinks ( rasa ) such as a delicious beverage, he behaves very differently 
from a glutton, and distinguishes carefully : “Ah, this is like this." * As he 
does 50, since he takes rest in his Self as the knower, and takes into account 
predominantly only that element, namely the knowing subject, he is called 
bhunjàna (** one who enjoys”). Whenever one completely passes beyond an 
ordinary state ( anyatliabliava ) and enjoys happiness, because such possible 
obstacles as ( the desire for ) material gain, etc., have been excluded, as for 


lI. IPVV. Vol. II, p. I78. 


2. त्रैलोक्ये 5प्यत्र यो यावानानन्द: काञ्चिदीक्ष्यते | 
स विन्दुर्यस्थ ते वन्दे देवमानन्दसागरम्‌ ॥ 

शति श्रीभट्टनारायणेन | तथा च मधुरादौ रसे औदरिकाभ्यवहारवैलक्षण्येन प्रवृत्त इदमित्थमिति 
प्रमातरि विश्रमयन्प्रमातृ भागमेव प्रथानतया विमृदान्‌ KATA इत्युच्यते । यत्राप्यसन्तमन्यथा भावमतिक्रम्य 
सुखमास्वाद्यते अर्जनादिसंभाव्यमानविन्ञान्तरनिरासाद्वै्यिकानन्दविलक्षणञचङ्गारादो नारयकाव्यादिविषये, 
तत्र बीतविध्रत्वादेवासी रसना चर्वणा निवृतिः sir प्रमातृताविश्रान्तिरेव, तत एव हृदयेन परामर्श- 
लक्षणेन प्राथान्याद्व्यपदेइयाव्यवस्थितस्यापि प्रकाहाभागस्य वेयविश्रान्तस्यानादरणात्सहृदयतोच्यते इति 
निर्विक्षास्वादरूपाश्च रसनातद्गो चरीकार्याश्च्तवृत्तयो रसा नवेत्ययमर्थोऽभिनवभारत्यां नाट्यवेदविवृती वितत्य 
ब्युत्पादितोऽस्माभिरिति | तत्कुतूहली तामेवावलोकरयेत्‌ | इह तु प्रकृतविन्नकारिन्वान्न विततः | तस्मादनुप- 
चारितस्य संवेदनरूपतानन्तरीयत्वेनावस्थितस्य स्वतन्त्रस्यैव रसनेकघनतया wu: परमानन्दो निर्वृति- 
श्वमत्कार उच्यते | तस्माथ॒क्तमाह ` चमत्कृतर भावात्‌ । मशुरादिरसास्वादे तु विपयस्पर्शव्यवधानम्‌ । 
ततोऽपि काव्यनाय्यादो तद्व्यवथानश्न्यता तङ्ष्यवधानसंस्कारानुवेथस्तु | तत्रापि तु तथोदितव्यवधानां- 
शातिरस्क्रियासावथानहृदया लभन्त एव परमानन्दम्‌ | 

“3. Bhattanarayara's Slavacintamans, 6l. 

4. This phrase occurs often in the Locana, e. g. p. 97. 
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instance in the context of a play or a poem where $rigàra, in which the 
pleasure experienced is different from the kind of pleasure we derive from 
objects in the world, (is the subject matter), because of the very disappearance 
.of obstacles (such as desire for material gain, etc.,) this is called rasana, 
carvana, nirvrti, pratiti and pramatrtavi$ranti (““ rest in the Self”). And then 
because of not caring for the established element of illumination which rests 
"on the object to be known, there is said to be sensitivity — the aesthetic 
experience whose nature is undisturbed relish, and which is designated (as 
Sahrdayata) principally because of the Ardaya ( heart) consisting in conscious- 
ness (paramar$a). And so aesthetic experience (rasana) consists in tasting 
(asvada) without any obstacles. The idea that the states of mind which 
.are the objects of this aesthetic experience are the nine rasas has been 
examined at great length in my commentary on the Naryaveda, the Abhi- 
navabharati. Anyone interested in this question should, therefore, consult 
that book. Since it is not really germane to the present issue, I have not 
examined it at length (here). Therefore, paràmar$a, ( consciousness), para- 
mananda (highest bliss ), nirvrti ( happiness ), are all called camatkara, because 
.of the completeness (or compactness — ekaghanatà )! of the aesthetic 
experience ( rasand). Therefore, he correctly said : ‘‘ Because of the absence 
of camatkrti". In the tasting of a delicious beverage and other liquids, 
however, there intervenes a contact with an object of the senses, whereas 
in poetry and drama there is a far greater absence of such intervention, 
although even there, the latent impressions ( samskara) of such sensory 
contacts permeate the (spectator). Still, those whose hearts are careful 
to dispel the part of the customary intervention of sensory contacts will 
attain the highest bliss "*.? : 

This passage? is quoted in the context of camatkrti,* one of the 


l]. On ekaghanalé see Gnoli, op. cit. p. 58. 

2. There are several difficulties in this text, and we are not certain of having 
understood the exact implication of some of the phrases. E. g. vyapadeávávyavasthista- 
syaps prakasabhágasya vedyaviórántasya is not clear. In the expression ८८०५० kávya- 
nátyádau tadvyavadhánasáünyatá, we take tato’pt to mean tato'pi adhikà and have 
translated accordingly. The words tasmád anupacaritasya ... svatantrasyaira rasa- 
naikaghanatayá are baing. i 

3. After translating the above passage, we have found that Gnoli, in the 
second ed. of his ** The Aesthetic Experience According to Abhinavagupta ” translates 
the very same text in his Introduction, p. XLITI-XLV, but, oddly enough, he does not 
give the reference. Weare afraid that we cannot follow his translation, See how- 
ever his Essenza dei Tantra (Torino, I960) an Italian translation of Abhinava’s 
Tantrasdra, Attention was first called to this important passage by K. C. Pandey in 
his Comparative Aesthetics, Vol. I, first ed. I950, on p. 94. The reference he gives is 
Brhat Vimar$int ( Ms.) 407 (I.5. I] ), to which he provides the text on p. 42) -422. 

4. Seein V. Raghavan,“ Some Concepts of. the Alankára Sastra”, the short 
essay on Camatkára, p. 208-27]. 
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key terms for Abhinava.! He gives, in the A. Bh. a very lovely example of 
its use: 


** Visnu is still in a state of wonder (camatkaroti ), for, how strange, the 
thighs of Laksmi as white as a sliver of the moon, were not broken by 
(the churning of the ocean with) Mt. Mandara.” ? 


He then provides the definition of camatkara:? * It is defined as a 
seizure by joy (bhogàvesa), unbroken (aviccinna) and continuous satis- 
faction ( atreptivyatireka ).”* 


Another important concept found in this passage is the idea of vighnas, 
which Abhinava develops at some length in the A. Bh.” In brief the theory 
is this: all the synonyms for aesthetic pleasure (e.g. camatkara, rasana, 
asvada, etc. ) are just another name for consciousness that is devoid of any 
obstacle ( sakalavighnavinirmuktasamvittir eva). It is only by removing 
these obstables, seven in number, that we become totally receptive to a 
"drama. These seven are: () lack of credibility (ayogyata). One must be 


-— —_ 


l. Cf, SáAitya-darpana III, 2-3 ( Vrtti ), रसे सारश्चमत्कारः, ascribed to Narayana, 

Cf, Bhaskara’a versified commentary on the Sivasütra, I. 2: 

( विस्मयो योगभूमिकाः ) : 

तदधिष्टितमेवेदं जगत्समवलोकयन्‌ | 
विस्मयाविष्ट इव यस्तिष्ठति प्रतिभानवान्‌ ॥ 

There is no doubt that this notion of being filled with wonder, of surprise, had a great 
appeal for Abhiuava. He himself never tires of using the expression camatkdra, though 
it occurs only once in tho Dkvanydloka itself, There ie no doubt that the Sivasütras 
exercised an important influence on Abhinava, One thinks of the definition of 
fakes, I, 3: 

इच्छा शक्तिरुमा कुमारी, 00 which Ksemarija comments : 

योगिन इच्छा परैव पारमेश्वरी स्वातन्तर्यरूपा शाक्तिः, कुमारी विश्वसर्गसेहारक्रीडापरा । (7. 4). 
Ksemarija’s commentary will be found at the back of the volume which contains 
Bhatta Bhiskara’s commentary, KSTS, Vols, IV, and V, edited by J. C. Chatterji, 
Brinayar, ]946. 

2, A. Bh., Vol. I, p. 279. The Prakrit text reads : 

अञ्ज वि हरी चमक्कइ कह कह वि ण मंदरेण दलिआइ। 
i चंदकलादलसच्छाआइ लच्छीइ अंगाइ ॥ 
For which the Sanskrit translation is: 
अद्यापि हरिश्चमत्करोति कथं कथमपि न मन्दरेण दलितानि। 
चन्द्रकलादलसच्छायानि लक्ष्म्या अङ्गानि ॥ 

3. Op. cit., p. 279: 

स चातृप्तिव्यतिरिकेणाविच्छिन्नो भोगावेश इत्युच्यते | भुज्ञानस्याद्भुतभोगस्पन्दाविष्टस्य च मन:करणं 
चमत्कारमिति | | 

4. See also the Alaskárakaustubha, Sivaprasad Bhattacharya’s ed. p. I37 : 


रसे सारश्वमत्कारो यं विना न रसो रसः। 
which is quoted from another, untraced, source, 


5, A, Bh., Vol. I, pp. 280-284, 
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able to sympathise ( /irdayasamvida ) with the events being portrayed. They 
cannot be completely beyond our scope of knowledge, whether that 
knowledge be acquired through our own past experiences or through our 
acquaintance with literature.’ (2) Too personal an identification. One 
must not feel that the drama is an actual event in the world. A certain 
aesthetic distance is necessary. This is the purpose of the natyadharmis, 
those conventions found only in the theatre, e. g. unusual speech habits, 
dress etc. (3) An absorption with one's own feelings ( nijasukhadivivasibhava ). 
One must overcome personal feelings in order to enter another person's 
feelings ( vastvantare samvidam vigramayet). Music, decoration in the 
theatre, etc., all help to soften the spectator’s hard sense of ego. The setting 
works on him and enables the spectator who is willing to respond to become 
a sahrdaya, a man sensitive to literature. (4) Lack of proper means of per- 
ception ( pratityupayavaikalyam ). (5) Lack of clarity ( sphutatvabhàva). Just 
as Abhinava insists on certain conventions in the theatre ( natyadharmi ), so 
also he insists on their opposite as well, a certain realism ( lokadharmi ). 
Thus he says the acting ( abhinayana ) is in many senses very close to direct 
perception ( prat yak savyapaárakalpa ). (6) Lack of pre-dominance ( apradhanatà ). 
Abhinava feels that there are four major mental states, more important 
( pradhana ) than any others.” He associates these four with the four goals 
of life. Rati, love (the sthayibbava of $rngàára ) corresponds to kama. Krodha, 
anger (the sthayibhava of raudra ) corresponds to artha. Utsaha, energy 
( the sthayibhava of vira) corresponds to three (kama, dharma and artha ). 


I. Cf. Abhinnva, in the Locana, p. 33 : 

एतदुक्तं भवति-यत्र विनेयानां प्रतीतिखण्डना न जायते तादृग्वर्णनीयम्‌ | तत्र केवलमानुषस्थ 
एकपदे सप्तार्णलड्घनमसम्भाव्यमानतयानृतमिति हृदये स्फुरदुपदेश्यस्य चतुर्वगोपायस्याप्यलीकतां बुद्धौ 
निवेशयति । रामादेस्तु तथाविधमपि चरितं पूर्वप्रसिद्धि परम्परोपनितसम्प्रद्ययोपारूहमसत्यतया न चकास्ति । 
अत एव तस्यापि यदा प्रभावान्तरमुत्रेक्षते तदा ताट्रशमेव । न त्वसम्भावनापदं वर्णनीयमिति । 

6 This comes to the following : one should only describe such incidents as do 
not destroy the enjoyment of the audience. So that if ( one should say that) a simple 
man crosses the aeven oceans in one step, because it is impossihle, it will strike the 
mind aa untrue and so will cause even the teaching consisting in the means of attaining 
the four aims of life to seem folae as well. Batin the case of Rama ete, even such 
(inherently unreal) feats as the one just described ( namely crossing the seven oceans ) 
do not seem false because such deeds are busod on ( our) trust that ia generated by 
a series of earlier well-known narrative events And so even other extraordinary 
feats of Rama, when imaginatively described, will not seem false. But in any case 
one should avoid describing unlikely events ( unless they are vouchanfed by a narrative 
tradition ). ”? 

2, Note that Bharata ( NS., VI. 39-40 ) too has this doctrine of four promi- 
nent rasas which give rise to the other four in turn (4750070, raudra, vira and 
bibhatsa ). Rut he does not include Santa, 9 fact of which Abhinava could hardly have 
been unaware, aince in his commentary on the NS verses ( p. 205) he does not even 
give a variant reading that would include anta. 


IX 
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Finally nirveda, world-weariness (given here, then, as the sthayibhava of. 
santa, as opposed to the Abhinavabharati, santarasaprakarana passage!) 
corresponds to moksa. One of these must predominate in every drama. 
Abhinava explains that all of them contain a predominance of bliss ( sarve’mi 
sukhapradhànà^ ), since in experiencing them, one is tasting one's own con- 
sciousness, which is a single compact mass of bliss ( svasamviccarvanarupa- 
$yaikaghanasya...... ànandasaratvat ). (T) The presence of doubt ( samsaya- 
yoga). This refers to the fact that we cannot be certain what the anubliavas 
are meant to represent. Tears, Abhinava tells us! might be due to joy 
or to sorrow, and anxiety (cintà) might refer to virarasa as well as to 
bhayanaka. But when properly combined ( samyoga) such doubts will not 
arise. 


We can see from this that Abhinava places emphasis (and not only 
here, but throughout both his major works on poetics) upon the transcen- 
dental ( alaukika ) nature of our feelings during a drama. He has stressed over 
and over that there is not a direct correspondence between karana and 
vibhava, or between karya and anubhava, for one refers to the world, and the 
other to art. Ordinary means of knowledge play no role in rasa : 


“ The enjoyment of an aesthetic experience consists of a transcendental 
wonder ( alaukikacamatkara ) and is decidedly ( eva ) different from ordinary, 
( laukika ) knowledge such as ( is produced) by memory and inference ".? 


The sthayibhava that Abhinava speaks of is the same as vasana, an 
important word in his philosophy. It means the same as samskara, latent 
impressions that we carry with us from birth to birth. In a sense it corres- 
ponds to the Freudian unconscious. The sthayibhava would correspond to 
the conscious, for the vasana is aroused, awakened, and we then call it a 
sthàyibhava. Now this doctrine enables Abhinavagupta to answer one of the 
great puzzles of literary criticism in the West. How do we explain the fact 
that we can appreciate a drama which deals with emotions beyond the range 
of our experience? E. g. how is it that incest dramas grip those of us who 
have no experience (at least consciously) of such emotions? "The answer 
that Abhinava gives is ingenious. He claims that in our beginningless (for 
it is an axiom of Sanskrit philosophy that samsara is anadi, though of course 
it has an end ) wanderings through the universe, we have had every con- 
ceivable experience, been open to every possible emotion. ** Nothing human 





— —À —— — — ——  — 
—— —— -m - — — 


I. A. Bh., Vol. I, p. 284. 

2. A. Bh., Vol. I, p. 284: 

तथा हि लोकिकचित्तवृत्यनुमाने का रसता । तेनालौकिकचमत्कारात्मा रसास्वादः स्मृत्यनुमान- 
लोकिकसंवेदनविलक्षण एव | 
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is foreign to us". In a brilliant passage,’ Abhinava examines each of the 
nine sthayibhavas, and shows how we all possess each and every one of them. 
For example, we all seek pleasure, and avoid pain, and are thus open to rati 
( sarvo riramsaya vyaptah). He concludes: ““ There exists no living being 
who is devoid of the latent impressions of these mental states ".? What 
happens after this sthayibhava is activated is hrdayasamvada, a word of which 
Abhinava is very fond. Jt means “ sympathetic response" and he uses it to. 
represent the state just before identification. It is made possible through the 
existence of sadharanikarana, the factor in literature that makes all events 
impersonal and universal, an idea that Abhinava borrowed from Bhatta- 
nàyaka as we have already seen. This identification which then takes place is 
what Abhinava calls tanmayibhavana, another key term. The word is already 
used in a difficult verse from the Tantraloka : 


* Those who do not identify ( with the object of contemplation ), who 
do now know the merging of the body, etc., (in that object) and whose 
intellect as a means of cognition is not merged (in that object ) — they are 
known as insensitive ”.? 


It is defined elsewhere in the Tantraloka, where we are told that 
“ identification is the attainment of one's highest Self. It is the highest stage 
of fulfilment, and there can be no further fruit after that ".* By ** further 


V. 4. Bh., Vol. I, p. 282, 
2. Op. cit., p. 282: 
_ न ह्येतच्चित्तबृत्तिवासनाशून्यः प्राणी भवति | 

3. T. At. (Vol If) III, 240, p. 228: 

येषां न तन्मयी भूतिस्ते देहादिनिमज्जनम्‌ | 

अविदन्तो मभसंविन्मानास्त्वहृदया इति ॥ 
Note the commentary ( Jayaratha ) : 
लोके हि सातिशाये गीतादौ विपये तन्मर्याभावेन सचमत्काराणां सहृदया इति अन्यथा परहृदयगा 

( अहृदया: ) इति प्रसिद्धिः । 

In order to overcome the difficulties in this obscure verse we construe: dehádi. 
nimajjanam witb avidanto as its object, and we dissolve the sandhi 86 avidanto 
amayjnasamvinmdnah, We understand sas cit to mean intellect and mana to mean 
“a means or instrument of cognition ", But in spite of these interpretations, we are 
not really certain that we bave correctly understood the meaning of the stanza. 

4. T. AL, IV, 209, p. 237 ( Vol. LL): E 
तन्मयीभवनं नाम प्राप्तिः सानुत्तरात्मान | 


पूर्णत्वस्य परा काष्ठा सेत्यत्र न फलान्तरम्‌ ॥ 
Abbinava givos this definition in order to explain an exorcise for inducing ecstasy 
tbat be gives in the preceding verse, whero we are told that just as one examines one’s 
own face again and agaiu in a mirror and knows it to belong to onesolf, so also examin. 
ing oneself in tho mirror of conaoiousness that consists in meditation, worship eto. one 
sees Siva and then one merges with him : à 


( Continued on next page 
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fruit " ( phalàntaram), Jayaratha explains that Abhinava means the following: 
generally when we obtain something, we are left with further expectations. 
When we get what we want, we have further wants. Not so with this, 
for we have attained ourselves, and there is nothing further to desire.! 
Immediately after tanmayibhavana, the last stage in the process of aesthetic 
experience, we come to the actual experience itself: rasa. Abhinava has 
played down both alankaradhvani and vastudhvani in his Locana commentary, 
to give unique perference to rasa. Time and again he will say things like 
the following : 


“ By the word ucita ( proper ), Anandavardhana shows that the only 
propriety ( relevant to poetry ) is the one with regard to rasa, and thereby he 
suggests that rasadhvani is the essence ( of all poetry)” .* 


His definition of rasa occurs in such a context : 


“ When the suggested sense does not take the form of an alankara, 
then we say that it is plain vastu. The word plain (matra) rules out its 
being anything else ( i. e. alankaradhvani or rasadhvani). Now rasadhvani is 
something else altogether. Jt belongs (gocara) only to the (suggestive) 
function in poetry. It is never included under worldly dealings ( vyavahara ) 
and is never even to be dreamed of as being revealed directly through words. 
No, quite the contrary, it is rasa, that is, it has a form which is capable of 
being relished (rasaniya) through the function ( vyapara) of personal 
aesthetic relish ( carvana), which is bliss (ananda) that arises in the sahrdaya’s 
delicate mind that has been coloured ( anuraga) by the appropriate ( samucita ) 
latent impressions ( rasana) that are deeply embedded from long before 
(prak ); appropriate that is, to the beautiful vibhavas and anubhavas, and 
beautiful, again, because of their appeal to the heart ( samvada), and which 


n m ale 








Continued from previous page ) 
यथा पुरःस्थे मुकुरे निजं वक्तं विभावयन्‌ | 
भूयो भूयस्तदेकात्मवक्त्रं वेत्ति निजात्मनः ॥ 
तथा विकल्पमुकुरे भ्यानपूजार्चनात्मनि | 
आत्मानं भेरवं पर्यन्नचिरात्‌ तन्मयीभवेत्‌ ॥ 
}. In the commentary, p. 237, there seems to be some sort of misprint : anu- 
ttarátmans prátthápi kim bhavet ? This must stand for something like anuttaratmani 


praptyaps kim bharet ? The cominontary on this verso is particularly fine ( though 
we cannot make senso of the sdkduksatve’ pi tasya tathákalpanát ). It ends thus: 


अतश्च तत्रोत्पन्नेऽपि फले फलान्तरं संभान्यम्‌ ~ आक्राह्वान्तरस्यापि भावात्‌ , यत्पुनः पारमाथिकं 
quid, तत्र न फलान्तरं संभवत्‌ -- सर्वत णव साकाहूत्वस्य संक्षयात्‌ | 


2. Locana,p. 45: 
उचितरान्देन रसविपयमेवौत्रिसं भवतीति TATA रसध्वनेजीवितत्वं सूचयति | 
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are conveyed by means of words. That alone is rasadhvani, and that alone, 
in the strict sense of the word, is the soul ( of poetry) "'.! 


His definition of drama is equally difficult and philosophic : 


“A drama is a thing ( vastu ) whose essence, so far as the spectator is 
concerned ( tadgrahaka ) consists of rasa that can only be known by direct 
experience (samvedana ) in the form of aesthetic enjoyment which is altogether 
different from correct knowledge (samyagjnana), erroneous cognition 
( bhranti ), doubt, uncertainty, non-determination ( anadhyavasaya ) and ordi- 
nary knowledge (vijnana). It is distinct from worldly objects, and also 
different from such things as their (i. e. worldly objects’) imitation, reflec- 
tion and pictorial presentation (alekhya), determination (adhyavasaya ), 
fancy, magic shows, etc. ".? 


Abhinava likes to insist on the autonomy of a work of art, on the fact 
that it is sui generis and need have no object corresponding to it in the real 
world. Thus he remarks of the dance that it imitates nothing in real life, 
but is pure creation, with no practical aim (to be free of practical aims is 
for Abhinava one of the defining characteristics of drama, as indeed it is of 
all art). Thus he remarks, d propos of Siva's famous cosmic dance, that it 
is the spontaneous expression of his overflowing bliss, in which no thought 
other than sheer creative beauty exists. The poet is very much like Siva; 
in fact, Abhinava often associates the poet, Siva and rasa all together. For 








l. Locana, p. 5): 


तद्रूपताभावेन तूपलक्षितं वस्तुमात्रमुच्यते | मात्रग्रहणेन हि रूपान्तरं निराकूतम्‌ | यस्तु 
alsi न स्वशब्दवाच्यो न लौकिकब्यवहारपतितः, किंतु दाब्दसमर्प्यमाणहृदयसंवादसुन्दरवि भावानुभाव- 
समुचितप्राग्विनिविष्टरत्यादिवासनानुरागसुकुमारस्वसंविदानन्दचर्वेणाव्यापाररसनीयरूपो रसः, स MA- 
व्यापारेंकगो चरो रसध्वनिरिति, स च ध्वनिरेवाते, स एव मुख्यतयात्मेति i 
2. A. Bh. Voll,p3: 


तत्र नास्यै नाम लोकिकपदार्थव्यतिरिक्तं तदनुकारप्रतिबम्बालेख्यसादृइयारोपाध्यवसायो- 
व्रेक्षास्वम्रमायेन्द्रजालादिविलक्षणं AKA सम्यरज्ञानत्रान्तिसंदायानवधारणाध्यवसायविज्ञानाभिन्न वृत्ता- 
न्तास्वादनरूपसंवेदनसंवेद्यं वस्तु रसस्वभावमिति TNA: | 
For an elaboration of this passage (und an explanation of how drama differs, 
qua anukara from other imitative objects ) see A. Bh. I. p. 35-38, edited und translated 
by Gnoli, op. cit. p. 88-l0l, appendix I. l 


3. A. Bh. I, p. 2: 


शंकरस्येव भगवतः परिपूर्णानन्दनिर्भरी भूतदेहोचलदान्तरनिर्वार (ह) सुन्दराकारस्य अत एव 
TAA: इतिकर्तव्यान्तरवेकल्यादानन्दनृत्तमात्रस्थितस्य | 
M. X. Venngopaian suggests to us that perhaps the reading should be 
nirvaha, 
Abhinava is very fond of the notion of overflowing (see Locana, p. 86 ) with 
one’s own bliss, He uses it often in the Zantraloka and in the very first verse of tho 
Locana he speaks of nijerasabhardt, tho sume expression, _ 
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instance in the Mangalasloka to the fifth chaper of the A. Bh., he has a very 
fine verse with a remarkable simile : 


* We bow down to that sky-form of Siva which acts as a preliminary 
to the production of the play that is the creation of this world by providing 
the proper moment ( avakaga ) ( for the play) (also : by providing the space 
in which creation is to be projected ) ".! 


Here samsara is compared to a drama. The creation of samsara is by 
Siva,? the poet (note the implication : both are unreal). Reductive state- 
ments dealing with identification are not uncommon with Abhinava.? His 
commentary on the NS. VI. 38, provides a good example and is itself intrin- 
sically interesting. The verse from the NS reads : 


‘‘ Just as a tree grows from a seed, and from the tree come flowers, 
and from flowers fruit, so also rasas are the root, and from them are all 
bhavas derived ”’.* : 


After a very involved commentary which we translate in full below? 
Abhinava ends by saying: ‘‘ The tree stands for poetry. Flowers, etc., 


——— ————— —— -o-— 
oo ——— — 


l. A. Bh. I, p. 207: 
संसारनाय्यानिर्माण याऽवक्रादाविधानतः | 
पूर्वरज्ञायते ब्योममूर्ति तां शाकूरीं नुमः ॥ 

2. Therearo said to be eight forms of Siva, among which the last five are 
the panca mahabhitas. Vyoma is the fifth. It isthe pürvaranga, the preliminary to 
creation. The purvaraiga forms a natural introduction to drama. Similarly Siva’s form, 
namely akdsa (sky) forms a preliminary to creation, because it provides the space 
in which creation is projected. 

3. E.g. A. Dh. I p. 342: 

स्थायी प्रवुद्धहृदथे व्यभिचारिभूतः 
कामाकुलासु जनतासु महानुभावः । 
अन्तविभावविषयो रसमात्रमूर्तिः 
श्रीमान्‌ प्रसत्रद्वृदयो5स्तु मम त्रिनेत्रः ॥ 

4. यथा बाजाद्‌ भवेद्‌ वृक्षो वृक्षात्‌ पुष्पं फलं यथा। 

तथा मूलं रसाः Wd ततो भावा व्यवाखिताः ॥ 

5. A. Bh. I, p, 294 (NS, VI. 38). The text has been edited by Raghavan 
lu “ Bhoja’s Srngéra Prakáía", Madras 963, p. 532. The passage is extremely 
important, and warrants a full translation. The text, as given by Raghavan reads : 

ननु यदि भावेभ्यो रसास्तर्हि कथमुक्तं “न हि रसादृते काश्चिदप्यर्थ: sada’? इति । तेन पूर्व 
त एवोद्देश्या इस्याराङ्ूधाह--यथेद्यादिना | बीजं यथा वृक्षमूलत्वेन स्थितं तथा रसाः, तन्मूला हि प्रीतिपूरविका 
न्युत्पत्तिरिति । तत एव च ब्याख्यानार्हात्‌ कविगतसाधारणी भूतसंविन्मूलश्च काव्यपुरस्सरो नटव्यापारः | 
सैत्र संवित्परमार्थतो रस: | सामाजिकस्य च Aad वशीकृतस्य पश्चादपोद्धारवुद्धया विभावादिप्रतीतिरिति 
प्रयोजने TAS काव्ये सामाजिक्राधियि च । त (तद्‌?) vd मूलबीजस्थानीयाः (यः?) काविगतो रसः । 
काविहिं सामाजिकतुल्य एव । तत एवोक्तं ` द्यडगारी चेत्कविः? इद्यानन्दवर्थनाचार्येण । ततो वृक्षस्थानीयं 
( Continued on next page 
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काव्यम्‌ । तत्र पुष्पस्थानौयोऽभिनयादिनटय्यापारः। तत्र फलस्थानीयः सामाजिक्ररसास्वादः | तेन रसमयः 
मेव विश्वम्‌ । 

Here is our translation : 


“ Objection : if the rasas arise from the bhdoas, how was it said, ‘ without 
rasa no (dramatic) matter can arise’? Hence they alone (i. e. the rasas ) deserve 
to be mentioned first ( and not the bhavas).” Anticipating such an objection he says : 
just as the tree etc. Just as the seed atanda as the root-cause of a tree, 80 the rasae 
( stand as the root cause of the bhávas ), for moral instruction and intellectual train- 
ing, which are preceded by entertainment, arise from them (i. e. from the rasas ). 
( The following words—tata era ca vydkhydndrhdt are obscure, and we are not able to 
follow what Abhinava means.) The functioning of the actor which is preceded by 
(i. e. which ig based on) the ( dramatic ) poem, is ( ultimately) based on the thought 
arising in the poet’s mind — which thought is attuned in sympathy (to that of the 
original characters ) It is that very thought (arising in the poet’s mind) that is 
really speaking the rasa. The spectator who is carried away by the perception of 
that ( rasa) later on perceives the vibhdoas etc. ( only ) on analysis ( of the aesthetic 
experience ~ apoddhürabuddhyá ). (The following words: iti prayojane, nétye, 
Larye, sdmajikadhiyi ca, are obscure and we are not able to follow what Abhinava 
means by them. ) Thus the rasa existing in the poet ( kavtgato rasak ) is like the 
6660 which is the root ( i. e. cause ) ( of a tree) (we propose reading mülaótjasthaniyáh 
for the G. O. S. reading of milabijasthaniyat which makes no sense). For the poet 
is just like the spectator. For this very reason it has been said by Anandavardhani- 
cárya “ If the poet is full of érigadrarasa” etc. ( Dhvanyüloka III, p. 498 ). Therefore a 
(dramatic ) poem is like a tree. The activity ( functioning ) of the actor such as 
gesticulation, is like the flowers etc. The aesthetic experience on the part of the 
spectator is like the fruit. Consequently everything is full of rasa,” What follows is 
no less iuteresting. Hereis the text as corrected by Raghavan ( op. cit. p. 532): 

अत्र च विज्ञानवादो, द्विथाभिधानं, स्फोटतत्त्वं, सत्कार्यवादः, एकत्वदर्शनमित्यादि च द्रश्व्यामिति 
केचित्‌ | वयं तु प्रकृताच्ुपयोगिश्रुतलवसंदर्शनमिथ्याप्रायसंश्रयमदिक्षित पूर्विण इत्यास्ताम्‌ । अन्ये तु बीजा- 
दिव भावाद्रसवृक्षस्ततोऽप्यभिनयकुसुमसुन्दरात्फलामिव भावः प्रतात्या मज्यत इति व्याचक्षते । तेः 
प्रकृतावेरुद्धं सर्व व्याख्यातम्‌ । एवं हि भावस्येवोपक्रमपर्यवसानवातैत्वमुक्तं स्यादिल्यास्तां चेतत्‌ ॥ 

( The first sentence is obscure.) * But we have not been taught to take the 
fruitless trouble of parading bits of wisdom which are not useful to tbe matter in 
hand. And so let it rest at that. ( This seems to be a reference to an earlier commen- 
tator on the NS who must have made a displny of bis acquaintance with the Vijnana- 
rida, the Satkaryarida doctrine etc. while explaining this stanza ). Others however 
explain : the tree in the form of rasa arises from the bhara, which is like a seed; and 
from that (tree of rasa ) which is lovely with its blossom in the form of abhhinaya, 
the bhdra like a fruit, is enjoyed by its perception ( pratitya )) Now these people ( in 
explaining the passage in this way ) hare explained the whole thing in a manner 
repugnant to the matter in hand. For in explaining the passage in this manner, 
they are saying that bhava exists both in the beginning ( vpakrama ) and in the end 


(paryavasána ) (in as much as they claim that bkdva is both the seed and the fruit). 
And so enougb of that." 


Thus the idea is that all three views ( namely ) : (रसेभ्यो भावाः, भावेभ्यो रसाः, 
and परस्परसंबन्धादेतेषामाभिनिध्पत्ति: ) are acceptable ( upagatáh ) according to the diversity 
of the intention ( abAipráyavaicitryena ) : एवं त्रयेऽपि पक्षाः कर्थचदुपगता अभिप्रायवचित्येणोति 
तात्पर्यम्‌ | 
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stand for such activities of the actor as abhinaya, etc. Fruit stands for 
the aesthetic enjoyment of the spectator. Thus everything (or: the whole 
world ) is made of rasa ! "! 


For Abhinava, poetry and drama are essentially the same thing.? 
Thus rasas are only to be found in drama, and not in the real world.? And 
what does Abhinava consider the purpose of drama and poetry to be? What 
Is his stance on the largely unspoken but constant controversy between 
vyutpatti (in the sense of moral or intellectual instruction ) and priti ( pleasure) 
as the goal of literature? Basically Abhinava holds that the major purpose 
of art is pleasure. Thus in the Locana* he Says: 

“ Although knowledge and pleasure for the reader are both present, as 
Bhàmaha* has said : 

‘Study of good poetry confers fame and pleasure, as well as skill in 
dharma, artha, kama and moksa, and skill, too, in the fine arts,’ 
nevertheless pleasure is the main thing. Otherwise, how would poetry, a 
source of knowledge, comparable to a ( loving) wife, differ from the Vedas, 
etc., which are also sources of instruction, comparable (in their manner of 
instruction ) to a master, or from sources of instruction such as the itihasas, 
etc., which are comparable (in their manner of instruction) to a friend ?' 


l. Further on the tree analogy, cf. v. 24, p. I3 of the Parātrimgikā of 
Abbinava,odited by Pandit J. Z. Shastri, Srinagar, ]947, KSTS LXVIII: 
यथा न्यग्रोंधर्वाजस्थः शक्तिरूपो महाद्रुमः | 
तथा हृदयबीजस्थं जगदेतचराचरम्‌ || 
2. काव्यं तावन्मुख्यतो दशरूपकात्मकमेत्र | 4. Bh., I. p. 29]. 
3. तेन नाट्य एव रसा न लोक इलर्थ: | काव्यं च reum ॥ 4. Bh., I. p. 29. 
4. Locana, p. 40: 
Mami च व्युत्पत्तिप्राती यद्यपि स्तः, यथोक्तम्‌ 
' धर्मार्थकाममोक्षेपु वेचक्षण्यं कलासु च | 
करोति कीर्ति प्रीति च च साधुकाव्यनिषेवणम्‌ ॥' इति 
तथापि तत्र प्रांतिरेव प्रधानम्‌ । अन्यथा प्रम॒संमितेभ्यो वेदादिभ्यो मित्रसंमितेभ्यश्वातहासा- 
दिभ्यो व्युत्पत्तिहेतुभ्यः कोऽस्य काव्यरूपस्य व्युत्पत्तिहेतोर्जायासंमितत्वलक्षणो विशेष इति प्राधान्ये- 
नानन्द एवोक्तः । चतुवंर्गव्युत्पनेरपि चानन्द एव पार्यन्तिकं मुख्यं फलम्‌ | 
5. Bhamaha, KAáryádlaküára, I. 2. 
6. Vyutpatti most often means bahu$árutatá, learning. Sea Rudrata I, I8; 


Mammata, AP. I. 2 (ryavahdravid, explained in the Vrtti as rádjádigata-ucitácárapari- 
jidnam ) and I. 3( where the Vrits explains the word mipunatá of the Karika by 
eyutpatti, which is said to arise from महाकविसंवान्धिनां काव्यानामितिहासादीनां च विमर्दनम्‌ ), 
and Rassgaáügüdhara pp. 9-)) ( I939, KM ed. ). 

7. Cf.p. 8 of the Dipiká comm. on the Aücyaprakááa ( ed. by Sivaprasad 


Bhattacharya ) : 
( Continued on next page 
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And so delight has been mentioned (here) primarily (as the purpose of 


poetry ). Even of instruction in the four goals of life delight is the final and 
major result. ” ) 


Abhinava has an interesting passage in the third Uddyota of the Locana! 
in which he repeats this fundamental distinction in method between history, 
philosophy 'and poetry. Since, he says, people, and especially people in 
important positions, must be made sensitive (lit. * instructed ", vyutpadya ), 
the best way to provide them with this ethical and intellectual education 
( vyutpatti) is through poetry. The way to instruct people in the four goals 
of life is by entering their hearts ( Ardayantipravesa), which is just another 
name for imaginative experience in general ( /irdayanuprave&as ca rasasvada- 
maya eva). Abhinava ends by saying that priti, pleasure, is the cause of 
vyutpatti ( pritir eva vyutpatteh prayojika ). His concluding phrase leaves us 
wondering whether this whole doctrine was not inherited from his teacher: 


* Rasa consists of pleasure, and rasa alone is drama, and drama alone 
is the Veda. This is what our teacher says”. Ahhinava goes on to make 


this important remark : “ Nor are pleasure and instruction really different 
things, for they both have the same object "'.? 


Continued from previous page ) ` 
स्वादुकाव्यरसोन्मिश्रे शाखमप्युपयुञ्ञते | 
. प्रथमालीठमथव: पिवन्ति az भेषजम्‌ || 
* ( Readers ) use (i. e. read ) even the Sastras if they are mixed with sweet poetic 
rasas ( jnst as children will) swallow bitter modicine if they first lick honey. ” 
Curiously enough, according to Professor Bhattacharya, this is a quotation 
from the Ardayadarpana (seo p. 8, fn, |: भट्रनायककृतहृदयदर्पणे इति वहुत्राकरनिर्देश: ). But 
this cannot be correct, since the stanza ia found in Bhamuha, V. 3. What are the works in 
Skt. that can be considered Sdstraa as well as ४३६०१ Really only two: the Yogavásistha 
and the Mahābhārata. It isa great pity that Anandavardhana’s 7atteáloka ia lost, for it 
very probably dealt with this fascinating topic in detail (see Locana, p.67 and p. 533) 
l. Locana, p. 336 
2. Locana, p. 336 
प्रीत्यात्मा च रसस्तदेव नाट्य नाट्यमेव वेद इलस्मदुपाध्याया: | 
3. Locana p. 336 : 
न चेते प्रीतिब्युत्पत्ती भिन्नरूपे एव, द्वयोरेकविषयत्वात्‌ | 
What Abhinava moans by ekavirayatvát is brought out in the next sentence: 
विभावाद्योचित्यमेव fe सत्यतः प्रीतेनिदानमित्यसकृदर्वाचाम | The aucitya of the vibhávas 
etc. is the cause of the pleasure that we do ive fom poetry. Similarly the aucitya 
of the vibháva etc. is the cause of the edification that we derive from poetry. 
This is stated by Abhinava in the next sentence ( p. 337 ) : विभावादीनां तद्रसोचितानां 
(for which we should perhaps read तत्तद्रसोचितानां ) यथास्वरूपवेदनं फलपर्यन्तीभूततया 
व्युत्पत्तिरित्युच्यते Thus both priti and vyutpatti depend on vibháradyaucitya. Both 
are the result of ribhisadyaucityn. Abbinava’s phrase drayor api ekavizayatvāt there- 
fore means dvayor apt ekahe(skbatvàt. , 8906 both are the outcome of a single cause, 
they are not differant from one another, 
X 
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In this connection’ and in slightly more concrete terms (the reader 
should not feel that the passages we translate in any sense exhaust the range 
of Abhinava’s interest. For most of the Locana consists of very close textual 
remarks on specific verses. We have simply extrapolated the more abstract 
passages, since it is here that Abhinava deals with his philosophical views ), 
Abhinava has a very interesting passage in the 4. Bh. on the NS. I. I08-20 
on what drama does for the different kinds of spectators : 2 


° "T es , 
'* Drama thus described * creates mental repose ' ( visrantijanana, NS. J. 
]]4), that is, it destroys the flow of pain for all spectators who are overcome 
either with pain such as comes from iliness, who are afflicted with tiredness 


---- - + — ore en ——— 
— = — — —— — --_ -——_ 


l. One should compare the very interesting passage in the Daáarüpaka, and 
especially the commentary of Dhanika ( I. 6) 


आनन्दनिष्यन्दिषु रूपकेषु व्युत्पत्तिमात्र फलमल्पबुद्धि: | 
योऽपीतिहासादिवदाह साधु Ta नमः स्वादुपराङ्गमुखाय ॥ 


Avaloka: तत्र केचित्‌-- 
धर्मार्थकाममोक्षेषु वैचक्षण्यं कलासु च । 
करोति कीर्तिं प्रीतिं च साधुकान्यनिषेवणम्‌ ॥ 


इत्यादिना त्रिवर्गादिव्युत्परत्ति कान्यफलतवेनेच्छन्ति तन्निरासेन स्वसंवेद्यः परमानन्दरूपो रसास्वादो दशरूपाणां 
फलं न पुनरितिहासादिवत्‌ त्रिवर्गादिव्युत्पत्तिमा्रमिति दशितम्‌ । नम इति सोलुण्ठम्‌ | 

“ The silly man who says that as in the case of itihasa, etc., 80 in the case of the different 
types of drama, which overflow with bliss, the only purpose ia to impart moral and 
secular instruction — I bow low to him, who is averse to the pleasure arising from 
literature ". 


( Note that the word sadhu can be construed with both namah and with tasmai; 
tasmai sadhu namah, “I bow low (sadhu) to bim, and taamai sadhu, taamai namah ”, 
^ May he fare well (i. e. may god bless bim ), I bow to bim", We think the correct 
rending is sédhu as au adverb and not sádhuh as an adjective going with alpabuddhih, ) 


“In that connection some ( claim ) : * Reading ( and study - nisevana ) of good 
poetry bestows pleasure and fame and skill in the fine arts", { Bhamaha, I. 2), 


By this and other verses they wish to show that the purpose of poetry is to 
give knowledge of the three goals of life etc. By refuting this, the author shows 
that the purpose of the ten drama-types is aesthetic enjoyment, which is of the form 
of the highest bliss that is inwardly experienced ( svasamvedya ) avd not merely 
knowledge of the three goals of life etc. as is the case in stihásas etc, * I bow low’ 
is of course meant sarcastically ”. 


9. A. Bh., Vol. I, p. 39: 

एवंभूतं are) तत्प्रेक्षकाणां दुःखेन व्याध्यादिकृतेन, श्रमेणाध्वङ्ेशादिजेन, शोकेन बन्धुमरणादि- 
कृतेनार्तानां पीडितानां तथा तपस्विनामनवरतकुच्छ्ू चान्द्रायणाद्या चरणकलितदौर्बल्यातिदायपर्रिखन्न- 
हृदयानां विश्रान्तिजननं दुःखप्रसरणविघातकम्‌ | प्रतिहतदुःखानां चाहादात्मकधृत्यादिकारणं यथायोगम्‌ | 
तद्यथा झोकार्तस्य धृतिर्न्याध्यातस्य कोडा । श्रमार्तेस्य सुखम्‌ । आदिग्रहणेन तपस्विनो मतिविबाधादय इति 
मन्तन्यम्‌ | न चेतावदेव यावत्कालान्तरेऽपि(रवि)परिपाकं सुखमुपदेशजं जनयतीत्येवं दुःखितानां तत्पशम- 
सुखवितरणकालान्तरसुखलाभाः प्रयोजनम्‌ । ये पुनरदुःखिताः सुखभूयिष्ठबृत्तय एव राजपुत्राद्यास्तेषां 
लोकवृत्ते धर्माथुपायवर्गे उपदेइाकार्येतन्नास्धम्‌ | लोकशब्देन लोकवृत्तम्‌। ननु कि गुरुवदुपदेशं करोति | 
ware | कि तु बुद्धि विवर्थयति | 
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which comes from the inconveniences caused by a long journey etc., or are 
suffering from sorrow as when one's relations, etc,, die, or for ascetics whose 
minds are distressed by excessive weakness resulting from constant ascetic 
practices and from the candrayana and other vows. When their sufferings are 
overcome, drama becomes the cause of dhrti, etc., according to suitability 
(yathayogam ) ; thus dhrti etc., (verse I]3), having delight for their essence, apply 
in their proper order to the spectators afflicted with sorrows etc. For instance, 
( drama ) gives courage to the person overcome with sorrow. For the man 
afflicted with illness it distracts his mind. For the weary man it creates happi- 
ness. The word “ etc." (in verse ]3 ) stands for such things as awakening 
of the mind, etc., in the case of the man who practises tapas. Not only ( does 
the drama achieve ) this, but it also gives rise at a later date ( kalantare ) to the 
result ( paripaka) in the form of happiness that stems from instruction. In 
this manner the purpose ( of the drama ) for those who are unhappy ( is three- 
fold ) : it calms the pain of those who are grieved, it gives immediate pleasure, 
and it gives bappiness later ( through instruction, which if followed leads to 
happiness ). As for those who are not in sorrow, but are almost always happy, 
such as princes, etc., even for them the drama provides instruction in the 
ways of the world and in the means leading to the ( four ) goals of life, such 
as dharma, etc. The word * world " means ** ways of the world ". Question : 
does the drama instruct the way a teacher (or an elderly person) does? 
(Answer:) No. Rather it causes one's wisdom to grow. ”.! 

In his commentary on the rasasutra of Bharata, just before com- 
mencing a detailed statement of his own position, Abhinava quotes the first 
line of a very famous verse from the Sakuntala!” Abhinava considered this 
verse to be the ideal introduction to his exposition of rasa. Since its exact 
significance has proved somewhat mysterious, we feel we are justified in intro- 
ducing the two passages from the Locana with a short discussion on this 
passage. The verse reads: 

* Seeing moving sights, and hearing soft sounds, even a man who is 
happy is filled with strange longing. Surely it is because he vaguely remem- 
bers, though he is not fully conscious, affections formed in an earlier life that 
are fixed inside him through the latent impressions they leave behind. "3 


l. A good summation of this whole theory is Abhioava’s account at the 
beginning of the A. Bh., of what takes plaee when we actually witness a drama, 
G. 0. S., p. 36. The passage has been edited and translated by Gnoli, op. cit. ( p. 96 ). 

2. The verse is quoted in the A. Bh., p. 279-280, ( Vol. |). 

3. Sakuntala, V.2: 

रम्याणि वीक्ष्य मधुरांश्च निशम्य शब्दान्‌ 
qaqa भवति यत्सुखितोऽपि जन्तुः | 

तच्चेतसा स्मरति नूनमबोधपूर्वं 
भावस्थिराणि जननान्तरसौहृदानि ॥ 
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Why then ‘does Abhinava quote this? ! - The reason we feel is this: 
Dusyanta has an experience of rasa.* But it is not like any other ex- 
perience in the world. He is not directly experiencing any kind of sexual 
pleasure, but the vibhavas ( music and perhaps paintings as well) call up to 
him some vague memories. This in its turn produces longing ( autsukya ) 
in him. It is an aesthetic experience. The memory involved is not of course 
like any other kind of memory, for it has no object. The bhavasthirani in 
the verse are the actual vasanas. These vasanas (latent impressions) are 
brought to life by his hearing the music, and they then bring to his aesthetic 
attention (i. €. his deeper unconscious) intimations of a pleasure he formerly 
had. But this pleasure is now no longer direct, it is purified, not directly 
stateable. It is thus a higher kind of delight than the original? So 
Abhinava regards this verse as proof of rasa.* i: 


— —Ó- — —— - —— - — — 


. 


l. Hemacandra, Kàávyónu$ásana, ll. ]. p. 99: < 


अत्र हि स्मरताति या स्वृतिरुपदाशता सा न तार्किकप्रसिद्धा । पूर्वमेतस्यार्थस्याननु भूतत्वात्‌ | 
अपि तु प्रतिभानापरपर्यायसाक्षात्कारखभावेंय मिति | 

What Hemaobandra means by saying that Dusyanta has not experienced this 
love is that he is not now remembering something bo has experienced, In other 
words, ordinary memory of happy experience does not constitute aesthetic experience. 
Tbus a play does not bring up in our memories similar experiences. What is conjured 
up in us is the more general emotion, purified of any actual memory. This interpreta- 
tion is confirmed by the passage from in the 7P VV. quoted in Note 3, 


2. For Raghavabhatta, the verse is a case of ४77007१. 


3. On p.252 of the tbird volume of the7PVV,Abbinava quotes the last lines of 
the same verse : bhávasthitàni jananántarasauh rdáns (this reading of bhárasthitáni 
instead of bhdvasthirazs is confirmed by Raghavabbalta, who says that it is a well- 
established reading ) The context is extremely dificult to make out, since the text 
on which Abhinava is commenting is not extant, and none of the pratikas make senae, 
` But it is clear that be is quoting this as an example of an emotion (be seems to be 
discussing the distinction between various kinds of love ; kama, ४८८३, abhildsa, autankya, 


७६०. — कचित्तु खात्मविश्रान्तिर्भावान्तरमनागूरितविशेषमपेक्ष्योत्थाप्यते यत्र सा इच्छा राग इत्युच्यते | 
आगूरितविशेषतायां तु काम इति |) tbat has no direct object, but is oetherealised as it 


were, that is, in his terms, “ generalised ° : आदिग्रहणादभिलापमलो यत्र भावान्तरं सामान्या- 
कारमपि वासनारोषमांत्रणास्ते यथाह ... ... ... भावारिथतानि जननान्तरसोहृदानि | 


Clearly then these vásanás bring us to a state of generalised love, which is why 
it is called autsukya, for it would seem that auteukya is a longing with no particular 
object. This is in fact what takes place during a dramatic performance of the 
“ Sakuntala, for we do not wish to actually possess Sakuntald herself, 


4. Note that according to Raghavabhatia, the verse is a case of aprastuta- 
praíamsd, sud thia figure of speech further suggests the stháyibháva of uninterrupted 
love ( aprastutaprasamad, tena athaysnah rater avicchedo dhoauitah ). He also sees thia 
as kávyalinga, and hence as samsrzt. There are also three types of anuprása (cheka, 
vrtts and áruti ) He notes that the verse must be a case of rati ( i, e. §rigararaaa- 
dhvani ) for otherwise there will be the dosa of having tbe major rasa cut midway : 


अन्यथा मध्ये विच्छेदान्मद्दान्‌ रसदोषः स्यात्‌ । 
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All of this culminates in what is lacking even in Anandavardhana, a 
philosophical scaffolding on which to raise the structure of rasa. We are 
now ready to read the two important passages from the Locana.! 


l. We bave barely touched the surface of Abbinava’s aesthetic philosophy. 
There are of course a great deal of interesting passages from bia philosophical works 
which shed light on the issues discussed here, Lack of space prevents us from 
examining all of these passages here, but we cannot refrain from noting briefly at 
least some of them, The first verse of the last chapter of Utpalàcárya's /§vara- 
pratyabhijna ( Bhdakari, vol. IL, p. 280) reads : i 

स्वात्मैव सर्वजन्तूनामेक एव महेश्वर: | 
विश्वरूपोऽहमिदमित्यखण्डामरीङ्गहितः ॥ 

* 'The one highest God is the very Self of all beings, He assumes the form of 
everything. He is filled with the unbroken notion: ‘I am this ( universe)’, ” 

In bis commentary to this Abhinava speaks of the consciousness that is not 
restricted by time and space, just as he speaks of the consciousness in a play that is 
not restricted by time and space (6. g. Alhinerabhdrati, p. 280): यतः संवित्स्वभावोऽसौ 
संविदश्च न देशेन न कालेन न स्वरूपेण कोऽपि भेद: | And later in his Vrtti : pardnunmu- 
khasvatmaviárüntirüpáhamvimarfaparipurnah. “Filled witb the notion of ‘I’ ness 
‘which takes the form of rest in the self which is not directed towards anything else. " 
These are precisely the terms in which Abhinuva speaks of the aesthetic experience. 

See also Abhinava's 7Zantrasüra,p. I9, where two interesting verses eum up 
the third Ghnika. The verses, oddly, are in Prakrit. Note that saim bhás in the 
Prakrit should be translated into Skt. as svayam bhats and not as sutyam bháti aa in 
the cháyà given in the footnote on p. ]9. Also, saruhasu in the Prakrit should be trans. 
lated as scarabhusa and not as szarahasyo. Perhaps too oue should emend vimrgta- 
rüpam into vimretaripe to agree with darpane in the first line, The verse reads: 


संवेअणनिम्मलदप्पणम्मि सअलं फुरंतनिअसारं । आमरिसणरससरहसविमट्टुरूवं GE भाइ॥ , 
( With slight changes in the text. ) 


« The whole of one’s very own essence, vibrating in the pure mirror of consci- 
ousness becomes manifest by itself; its ( the mirror’s) form baving been rubbed quickly 
with the fluid in the form of amargana, ” 


One of the finest verses is found in the 7antráloka, Vol, II, p. 200: 
तथा हि agt गीते स्पर्शे वा चन्दनादिके | 
माध्यस्थ्यविगमे यासौ हृदये स्पन्दमानता | 
आनन्दशक्तिः सैवोक्ता यतः सहृदयो जनः | 
* That vibration which arises in the heart when one touches sandalwood eto, 
or hears soft singing — when one is no longer indifferent, that is known as the Sakti 


(force) of bliss through which one becomes “sensitive” (lit. ' endowed with a 
heart ” ). 35 


Note that Jayaratha quotes Vijidnabhatrava, 73 ( gitádivisaydsváda etc. ), 


When Abhinava speaks of the sense of the “I” changing, deepening, we are 
irresistibly reminded of a very moving and powerful poem: 
* T have to tell 


you ...... your son is a mongol” 
the doctor said. 
How easily the word went in — 


( Continued on next page 
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The first passage is extracted from the Locana on the second Uddyota 
of the Dhvanyaloka.' As far as we know this is Abhinava’s first systematic 
exposition of his own and earlier views on the nature of aesthetic experience : 


Locana pp. I80-]90. 


“< 


ननूक्तं भट्टनायकेन- 

रसो यदा परगततया प्रतीयते तर्हि aze स्यात्‌ | न च anaaa 
रामादिचरितमयाः्काब्यादसे प्रतीयते | स्वामगतवेन च प्रतीतो खात्मनि रसस्योत्पत्तिरेवा- 
भ्युपगता स्यात्‌ | सा चायुक्ता सीतायाः | सामाजिक प्रत्यतिभावलात्‌ | कान्तात्रं सात्रारणं 
वासनाविकासहेतुविभात्रतायां प्रयोजकमिति चेत्‌-देत्रतात्रर्णनादो तदपि कथम्‌ d च 
खकान्तास्मरणं मध्य संपरेयते । अळोकसामान्यानां च रामादीनां ये समुद्रसेतुब्रन्यादयो 
बिभावास्ते कथं साधारण्यं भजेयुः | न चोन्साहादिमान्‌ रामः स्मयते, अननुभूतत्वात्‌ | 
शब्दादपि तअतिपत्तो न रसोपजनः । प्रत्यक्षादिव नायकामिथुनप्रतिपत्तो | उत्पत्तिपक्षे च 
करुणस्योत्पादाददु :बिल करुगगम्रेक्षासु पुनरप्रवृत्तिः स्यात्‌ | तन्न उतत्तिरपि, नाप्यमि- 
व्यक्तिः, शक्तिरूपस्य हि शङ्गरस्याभिव्यक्ता विषयाजनतारतम्यप्रत्रत्तिः स्यात्‌ | तत्रापि किं 
स्वगतो ऽभिव्यञ्यते रसः परगतो वेति पूववदेव दोषः | तेन न प्रतीयत नोत्त नामि- 
व्यज्यते काव्येन रसः | किं लन्यशन्दयैलश्चण्यं काव्यात्मनः राब्दस्य त्र्यंशताप्रसादात्‌ | 
amimi वाच्यत्रिषयं, भावकत्वं रसादिविषयं, भोगकृत्वं सहृदयविषयमिति त्रयी5रा- 
"भूता व्यापारा: | तत्राभिधाभागो यदि शुद्धः स्यात्तत्तन्त्रादिभ्यः शाख्नन्यायेम्यः लेषाब- 


eee ee — — — 
— 2. 
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Continued from prerious page ) 
clean as a bullet 
leaving no mark on the skin 
stopping the heart within it. 
This was my first death, 
the “ I " ascending on a alow 
last thermal breath 
studied the man below 
a8 a pilot treading air might 
the buckled shell of bis plane. 

The poom enda with the grave insight this new “I” bestows: 


You have a sickness they cannot heal, 
' the doctors say: locked in 

your body you will remain. 

Well, | bave been locked in mine. 

We will tunnel each other out. 

You seal the coveoant witb a grin. 

(Jon Stallworthy, “ Root and Branch”, Hogarth, London, I988. ), 

which is tbe same kind of pure aod beautiful reconciliation that Abbinavagupta 
achieves in his finest momenta of philosophy, a wisdom we approciate in literature, but 
hope for in vain in life. 


l, Dhranyalokalocana, p. ]80, Banaras edition with Bélapriyd, under II. 4. 
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लेकाराणां को भेदः ? वृत्तिभेदत्रेचितर्य चार्किचित्करम्‌ । श्रतिदृष्टादिबजेनं च किमर्थम्‌ ? 
तेन रसभात्रनाख्यो द्वितीयो व्यापारः, यद्वशादभिधा Aea) तच्चेतद्भावकत्वं नाम 
रसान्‌ प्रति यत्काव्यस्य तद्विभावादीनां साधारणत्वापादनं नाम | भाविते च रसे तस्य भोगः 
योऽनुभत्रस्मरणप्रतिपत्तिभ्यो विलक्षण एव द्रुतिविस्तरतिकासात्मा रजस्तमोवेचित्र्यानुविद्ध- 
सत्तमयानेजाचेत्ख भावानवातावश्रान्तिलक्षण: परन्रह्मास्वादसवित्रः | स एव च प्रधान- 
भूताऽराः सिद्धरूप इति । व्युत्पत्तिर्नामाप्रथानमत्रेति | अत्राच्यत-रसखरूप एव तात्रद्वि- 
प्रतिपत्तयः प्रतिवादिनाब्र्‌ | तथा हि -पूात्रस्थायां यः स्थायी स एत्र व्यभिचारिसम्पातादिना 
प्राप्तपरिपोभो5नकार्यगत एत्र रसः । नाट्य तु प्रयुञ्यमानत्तान्नाट्यरस इति काचित्‌ । HAIQ- 
धर्मिण्यां चित्तवृत्तो चित्तवृत्तेः चित्तवृत्यन्तरेण कः परिपोषार्थः ? व्रिस्मयशोककोधादेश्च 
क्रमेण तात्रन्न परिपोष इति नानुकार्ये रसः | अनुकर्तरि च तद्गात्रे लयायननुसरणं स्यात्‌ | 
साप्राजिकगते वा कश्चमत्कारः ? प्रत्युत करुणादो दुःखप्राप्तिः p तस्मान्नायं पक्षः | 
कस्तर्हि ? इहानन्त्यान्नियतस्यानुकारो न इात््यः, निष्प्रयोजनश्च विशिष्टताप्रतीतो ताटस्थ्येन 
्युत्पतत्य भात्रात्‌ | 


तस्मादनियतातरस्थात्मकं स्थायिनमुद्दिश्य विभात्रानृभावन्यमिचारिभिः संयुज्यमानरयं 
रामः सुखीति स्मृतित्रिलक्षणा स्थायिनि प्रतीतिगोचरतयास्त्रादरूपा प्र तिपत्तिरनुकर्त्रालम्बना 
नाट्यैकगामिनी रसः | स च न व्यतिरिक्तमाभ्रारमपेक्षते | किं त्वनुकार्याभिन्नाभिमते नतके 
आस्तादायिता सामाजिक इत्येतात्रन्मात्रमदः | तेन नाट्य एव रसः, नानुकार्यादिष्विति कचित | 


अन्ये तु --अनुकर्तीरे यः स्थाय्यतरभासोऽभिनयादि सामम्प्यादिकृतो भित्तावरिव 
हृरिताळादिना अश्वावभासः, स एव ळोॉकातीततयाखादापरसंज्ञया प्रतीत्या रस्यमानो रस 
इति नाट्याद्रसा नाट्वरसाः | अपरे पुनविभावानुभावमात्रमेव विशिेष्टसामग्य्या समप्यमाणं 
तद्वि भात्रनीयान भावनीयस्थायिरूपचित्तब्ृच्युचितत्रासनानषक्तं खनिवृतिचत्रणाविशिष्टमेव 
रसः | तन्नाट्यमेव रसाः | अन्ये तु शुद्धं विभावम्‌, अपर शुद्धमन भावं, केचित्त स्थायिमात्रम्‌ , 
इतरे ब्यांमेचारिणम्‌ , अन्ये तत्संयोगम्‌, एकेऽनकाय, केचन सकळमेत्र समुदायं रसमाहुरित्यलं 
बहुना | 


काव्येऽपि च ळोकनाट्यतामिस्थानीयेन स्त्रभात्रोक्तिव्रक्रोक्तिप्रकारद्वयेनाळेकिकप्रसन- 
मधुरो जखिझब्दसमप्यमाणविभावादियोगादियमेत्र रसवाती | अस्तु वात्र नाय्याद्विचित्ररूपा 
रसप्रतीतिः; उपायंत्रेलक्षण्यात । इयमेव तावदत्र सरणिः | एवं स्थिते प्रथमपक्ष एवेतानि दूषणानि, 
प्रतीतेः स्त्रपरगतःचादिविकल्पनेन | GS च प्रतीतिरपरिहा्यां रसस्य । अप्रतीतं हि 
पिशाचवदव्यत्रहायै स्यात्‌ | किं तु यथा प्रतीतिमात्रवेनाविशिष्टत्रेऽपि प्रात्यक्षिकी आनमानिकी 
आममोत्या प्रतिभानकृता योगिप्रत्यक्षजा च प्रतीतिरुपायवेलक्षण्यादन्यैत्र, तद्वदियमपि 
प्रतीति श्वतणास्तादनमोगापरनामा भवतु । तन्निदान भूताया हृदयसंवादाद्युपकृताया त्रिभातादि- 
सामम्मया लोकोत्तररूपत्वात । रसाः प्रतीयन्त इति ओदनं पचतीतिवद्वयवहार:, प्रतीयमान 
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एव हि रसः | प्रतीतिरित्र विशिष्टा रसना | सा च नाठे लाकिकानुमानप्रतीतेर्विलक्षणा, तां 
च प्रमुखे उपायतया संदधाना। एवं काव्ये अन्यशाब्दप्रतीतरविलक्षणा, तां च प्रमुखे 
उपायतयापेक्षमाणा । ; 
तस्मादनुत्थानोपद्दत: TATA: । रामादिचरितं तु न सवस्य हृदयसंवादीति महत्सा- 
ean | चित्रवासनाविशिष्टचाचेतस: ¦ यदाह — “ तासामनादित्वं आशिषा नित्यत्वात्‌ | 
जातिदेशकाल्व्यवहितानामप्पानन्तय स्मृतिसंस्कारयोरकरूपत्वात ” इति | तेन प्रतीतिस्ता- 
यद्रसस्य सिद्धा सा च रसनारूपा प्रतीतिरुसयत | वाच्यवाचकयोस्तत्राभिधाद्विविविक्ती 
व्यञ्जनात्मा ध्वननव्यापार एव। भोगीकरणव्यापारश्च काव्यस्य रसविषया ध्वननाकेतर, 
मान्यत्किचित्‌ | भावकत्वमपि समुचितगुणालकारपरिग्रहात्मकमस्माभिरेत्र वितत्य वक्ष्यत | 
किमेतदपूत्रम्‌ १ काव्यं च रसान्‌ प्रति भावकमिति यदुच्यते, तत्र भवतेव भात्रनादृत्पत्तिपश्च 
एव प्रत्युज्जीवितः | न च काव्यशब्दानां केवळानां भावकत्वम्‌ , अथापरिज्ञाने तदभावात्‌ | 
न च केत्रछानामथानां, दाब्दान्तरणाप्यमाणले तदयोगात्‌ | द्वयोस्तु भात्रकत्वमस्माभिरेत्रोक्तम्‌। 
४ यत्राथ: राब्दो वा तमर्थ व्यङ्कः ? इत्यत्र । तस्माद्वयज्ञकत्त्राख्येन व्यापारेण गुणालंकारै- 
च्रित्यादिकयेतिकतब्यतया काव्यं भात्रकं रसान्‌ भावयति, इति mama भावनायां 
करणांशे ध्त्ननमत्र निपतति । भागोऽपि न काव्यशव्देन क्रियते, अपि तु धनमोहान्ध्य- 
सङ्कटतानितरृत्तद्वारेणास्त्रादापरनाम्नि अलोकिके ट्रतिविस्तरविकासाव्माने भोगे क्त्ये 
छोकोत्तेर ध्वननव्यापार एव मूधाभिषिक्तः | तच्चेदं भोगकृत्वं रसस्य ध्वननीयले सिद्धे 
देवसिद्वम्‌। रस्यमानतोदितचमव्कारानतिरिक्तत्वाद्गोगस्येति। Pasa चाड़ाड्विभावत्रचित्रय 
स्यानन्त्याद्‌टर त्यादिलेनास्त्रादगणना न युक्ता | परन्रह्मास्वादराब्रह्मचारित्वं चास्त्वस्य रसा- 
स्वादस्प । व्युसादने च रासनभप्रतिपादनाम्यां झा्रतिहासकृताभ्यां विलक्षणम्‌ | यथा 
रामस्तथाहमित्युपमानातिरिक्तां रसास्तादोपायस्त्रप्रतिभाविजम्भारूपां व्युसत्तिमन्ते करोतीति 
कमुपलमामह | 
Here is our translation of this complex passage : 
E Objection :! It has been said by Bhattanayaka:? “ Were rasa? to 





l. In the second edition of Gnoli's work,“ The Aesthetic Experience according 
to Abhinavagupta ", Chowkhamba, I968, which bas just appenred, he bas added an 
appendix in which he translatea the passage. However, our interpretations differ 80 
often and so radically from his, that we felt we were not duplicatiog any laboar by 
translating this important passage. It did not seem to us necessary to point out all 
the places where we differ. 

2. This is an earlier version of what Abhinava later expands into the famous 
commentary on the rasasatra in the AlAinavabhdrati, Vol. I, p. 277 ff. This passage 
forms tbe core of Gnoli's book. See also, for details on the views of Abhinava's prede- 
cessors, Sankaran, “ Some Theories af Nasa and Dhvani", and P. Shustri, “ The 
Philosophy of Aesthetic Pleasure 

3. We have found tbe following texts useful, eitber because they reproduce, 
pr because they expand these very arguments 

( Continued on next page 
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be apprehended as belonging to someone else (and not to the spectator ), 
then ( the spectator) would remain indifferent (tarasthya). Nor can rasa, 
which stems from a poem dealing with a subject like the life and deeds of 
Rama, etc., be apprehended as belonging to oneself. For if it were appre- 
hended as belonging to oneself, we would have to say that real emotions (such 
as sexual desire, etc. ) arise in one’s own self ( while witnessing a dramatic 
performance ). And that would be most improper in the case of (somebody 
like) Sita... For (she) cannot be the (alambana) vibhàva? with respect 
to a spectator. Should it be argued that what causes (prayojaka) her 
to become a vibhava (cause ) of arousing ( vikasa) latent emotions ( vasana ) 
( of love, etc.) (in the spectator ) is the fact that (she stands as a symbol 
for) non-personalised ( sadharana ) womanhood ( kántàtva), we reply: how 
would such a process be possible in the case of the description of gods, etc. ? 
Nor can it be said that during’ a dramatic performance (madhye) there is 
(on the part of the spectator) a recollection of his own wife. How can 





Continued from previous page ) 

( For full bibliographical information on each item consult the bibliography at 
the end of the volume): (l) Sridhara's commentary on the Adryaprakdga ; (2) Manikya- 
candra's commentary on the KP. ; (3) Candidasa's commentary on the KD. ; (4) Hema- 
candra’s Kávyánu$ásana ; (5) Prabhakara’s Rasapradiya; (8) Vidyadhara's E£kavali ; 
(7) Vidyanatha’s Pratéparudrayosobhisara, and finally (8) Jagannatha’s Rasa. 
gangadhara. 


l Abhinava, following Bhattatanta, uses this same argument against 
S'ankuka, 4, Bh., p. 27; ( Gnoli, p. 7 ) : 
न हि ममेयं सीता कानिदिति स्वात्मीयत्वेन प्रतिपत्तिनंटस्य i 
* The actor does not think to himself : * Sita belongs to me". " 


2. BN means that Sita is only a eiblháva with regard to Rama, not to the 
apectator. But what can this menn ?  Vibhávas are all in regard to rasa. After all, it 
is not Rima who experiences rasa in regard to Siti, so how can she be hia ribhüáva ? 
We must take the word eibhára to be a loose usage for karana of true rati in Rama, 
but this has to do with the real world and not with rasa. 

3. Bhattanàyaka ( BN ) uses sophistry to prove that rasa is perceived neither 
88 located in the sémidjika ( Gtmagata ) nor as located in someone else (e.g. the 
character portrayed or the actor who presente that character ) By ruling out both 
the possibilities, itmagatatra and paragatatea of rasapratiti, he comes to the conclu. 
sion that rasah na pratiyate, “ rasa is not perceived at all”. According to BN we do 
not have any perception ( pratiti ) of rasa, but only its enjoyment (bhoga or bhogi. 
karana ) BN is not against admitting rasa in the s«májika — he is against admitting 
its rratyaya ( perception ) in the adméifiks.  Iasteud of pratyaya, BN uses his own 
terminology bhoga and bhogikarana. The difference between the two ideas seems to 
us only one of terminology. 

For the same arguments, see the 4. Bh., p. 278, ( Gnoli, p. I0 ). 


4. We have translated this sentence as if it were a serious observation, 
namely that when the spectator sympathises he does not remember his own personal 
life. However, it is possible that it is meant humorously as well : “ for God's sake, yon 
do not want to have to remember your own wife when watching love scenes ! ” 


XI 
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( uddipana ) vibhavas in the form of such deeds as building a bridge over the 
Ocean, etc., by extraordinary heroes like Rama ever become generalised, 
(since nobody else could ever do them)? Nor can it be said that Rama, etc., 
as full of energy,’ etc., is remembered,” because he has never actually 
.formed a part of our ( past ) experience ( such that now we could remember 
him). To perceive ( Rama’s ) energy (utsaha, the sthayibhava of virarasa ) 
from a verbal source of knowledge (Sabda) is not to experience rasa, 
just as when we directly watch a couple making love there is no aesthetic 
pleasure. As for the theory that rasas arise (utpatti ), (the difficulty is 
that) because of the (spectator's) (real) sorrow (karuna, i. e. soka) he 
would be genuinely unhappy and would no longer return to watch such 
dramatic performances in which (there was) karuna (rasa) ever again. 
Therefore rasa does not “‘ arise” ( utpatti ), nor is it induced by suggestion 





E: l. The important word is Rama, to which utsdhddiman is simply an adjective. 
The adi stands for ratsman, etc., depending on the rasa, But none of these states form 
part of our own experience of Rima, since we never knew him. Even though the 
spectator might apprehend the sthéyvibhavas liko utadhrs, etc., in Rama, etc., from the 
words actually used in the poem, still it will be only fabdajanyajfiána of the utaáha in 
Rima. This fabdajanyajftana cannot lead to rasotpatti in the sahrdaya. The reason 
for this is given in the form of an analogy in the next sentence: “Just as when a 
‘couple is actually observed ( pratyaksa) making love to each other, there is na 
‘rasotpatts in the observer ( rasopajana means ratibhavadsvadana — an aesthetio experi- 
ence of love). " But we cannot quite see the point in the argument, in spite of the 
analogy. However, to have seen this ** generalised " nature of drama was one of the 
great moments of literary criticiem, and it appears that this view belongs to Bhat- 
tanàyaka, for Abhinava simply takes it over, Bharand is the same as sádháranikarana., 
Ananda does not use this term. 


2, The reason we cannot remember Rama is that the definition of memory 
in Sanskrit logic involves anubhana, direct experience. 

3. The expanded version of this, A. Bh., p. 278 ( Gnoli, p. I0) reads: 

न च राब्दानुमानादिभ्यस्तत्‌ — (where qq refers to उत्साहादिस्थायिभाव ) — प्रतीतौ 
लोकस्य सरसता युक्ता प्रत्यक्षादिव । 

What is BN's point? Does he mean simply that we cannot bave rasapratiti 
through anumána and íabda ? 

4. Abhinava ( A. Bh. Vol. I. p. 278, Gnoli, p. I0) expands the analogy of 
watobing a couple making love by adding : 

प्रत्युत लज्जाजुगुप्सास्पृद्दिस्वोचितीचित्तवृतत्यन्तरोदयन्यग्रतया का सरसत्वकथापि स्यात्‌ । 

६ On the contrary, because one becomes preoccupied ( tyágratagá ) with one’s 
own mental mooda that arise, such as ombarassment, disgust, or even sexual desire, 
we cannot say that this is an aesthetic experience." Cf. also Dasarupaka IV. 39 and 
the Avaloka thereon. Abhinava makes the same point on p. 35 of the A. Bh. (Vol. I): 
लौकिकमि थुनदृशीव सांसारिकहर्षक्रोधान्वयितापत्तेरुभयदर्शनाकुलतया (7) मुख्यदृष्टी प्रयोकतृदृष्टावनुसंधि (?)- 
संपत्त्यभावात्‌ | 

We take tatpratipattau in the last sentence of p. I8I to refer to utsáha 
of the preceding sentence : ने च उत्साहादिमान्‌ राम. स्मयते, as opposed to Gnoli who takes 
it to refer to Rama, 


ABHINAVA’S PHILOSOPHY OF AESTHETIOS 65 


( abhivyakti), for if (such emotions as) love, existing in a dormant form’ 
( saktirupa ) (in the spectator ), were to ( arise or ) be induced by suggestion,” 
then there would occur the difficulty that to a greater or lesser extent: 
( taratamya ) the spectators would make actual physical attempts to possess 
the object ( presented before them on the stage). And if we held that. 
rasa was aroused (i. e. induced)’ by suggestion, (we could ask the same, 
question as before: ) is rasa existent in the spectator himself, or in someone 
else? The same difficulties would arise now as arose before. Therefore rasa 
is not ( directly) perceived (pratiyate ), nor conjured up (utpadyate ), nor, 
suggested ( abhivyajyate ) by poetry. But poetic words are of an altogether 
different nature from ordinary words, thanks to the three functions (tryamsata); 
possessed by them. Denotation (abhidhàyakatva ) is concerned with the, 
literal meaning; universalisation ( bhavakatva ) is concerned with rasa, etc. ;* 
and aesthetic enjoyment ( bhoktrtva ) is concerned with the sensitive reader 
( sahrdaya). These are three ( separate) functions which are the constituents 
of words used in poetry (or literature). If one were to claim that in 


l. All later writers reproduce this phrase, visayarjanatáratamya but: 
without explaining it or paraphrasing it. It isthus clear that nobody really knew 
what Abhinava meant, Guoli takes it very difereatly from the way we have (see op. 
cit. p. 45, 08). We take it to mean that the spectator would actually feel the need 
to acquire ( arjana ) the object ( visaya ) on tho stage, i.e. be would want to get 
up and take Sita away. But the expression édratumya is, we admit, inconvenient. 
We suppose the idea is that some people will make a greater 6007८ ( i. e. will be more 
excited ) to attain the object, and othors less. See Dasarüpaku IV. 39 and Avaloka on 
the same : इतरेषां असूयानुरागापकारेच्छादयः प्रसज्येरन्‌ | Cf. the old story of the back woodsman 
in tho gallery who shot the *' villain " on the stage. 


2. It is not clear to us just what Dhattanayaka intends by the term abhi- 
७४०६८. He muat of course have known the doctrine of vyisfljand as put forth by 
Anandávardhana. Abbinava uses the term abhsvyakt: us synonymous with “ sugges- ` 
tion”. Bhattanayaka however understands “ alhivyakis " to bea sort of production 
which he places on the same level as १८०८१६, since his argument sragdrasya abhi- 
vyaktau, etc., really applies Lo utpatttpaksa. Abhinava points out that in a verse which 
he quotes from BN, the expression vyazgyo occurs, The verse is: 


भावसंयो seem famis: i 


आस्वादनात्मानु भवे! रसः काब्यार्थ उच्यते ॥ 
( Gnoli, p. lL, A. bh. I, p. 273) on which Abhinava commenta: 


इति तत्र व्यज्यमानतया 
sag रक्ष्यते ( surely, though, the correct reading is laksyate ). 


3. BN'sstand that rasa is not perceived at all (rasah na pratiyate ) ia not 
reasonable. It is the same sophistic argument used in ५०५४७८०८७० and paragatatva, 
meant only to silence the opponent. Uuless he could mean by pratiyate “direct 
experience ", which is of course not what takes place in the theatre, since, as BN 


already pointed out, we do not know the people on the stage and are thua not 
personally involved, 


4. Rasádies;ayam is problematic. We must understand ratyádiri:sayam, which 
is confirmed by the Z/asapradipa, p. 26. 
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literature ( tatra ) denotation alone held sway, then what would differentiate 
$lesa and other figures of speech from such devices as the use of words in two 
senses ( tantra ),! etc., in scientific works ?? Moreover (if this were true) 
then the different varieties of alliteration ( vrtti) would be virtually useless. 
And what purpose would the avoidance of such faults as cacophony 
( srutidusta ),? etc., serve? Therefore there is a second function? known as 
generalisation ( bhavana ) ( responsible for bringing about the experience ) of 
rasa (i. e. of the sthayibhavas ), thanks to which, denotation ( abhidha ) 
assumes a new dimension ( vi/aksanà ). This function of universalisation 
( bhàvakatva ) with respect to the rasas (i.e. sthayibhavas ) is in fact ( nama ) 
what is, in poetry, responsible for making the vibhavas, etc., universal. Once 
a rasa (i.e. sthayibhava) has been thus universalised, its realisation 
( bhoga, i. e. saksatkàra ) ( is possible), a realisation which is different from 
the perceptions derived from memory or direct experience, which takes the 


—— — ——— ———— - >>. = 





तन्त्रं नामानेक्ार्थबोधेच्छया पदस्यैकस्य सकृदुच्चारणम्‌ । .. .. .. .. NT" हलन्त्य “मिति 
पाणिनीयसजादांबिव “ सर्वदो माधव” इत्यादिळेपस्थलेऽपि तन्त्रादिनानेक्रार्थबोधसंभवादु भयो मेदो न 
स्यादित्यर्थः | The point is this: In the stra of Panini (L 3:3: halantyam), “ hal’ 
stands for two completely different things: it means (]) the §irasitra (no. l4) bal, 
and (2) any one of the consonants, There is of course no camatkara in this. Cf. Odd, 
III, Locana, p. 472. Cf. Vamana’s Adrydlaikdrasitra, LV. 3. 7. 


2, At this point in the exposition of BN’s views, the Sridhara commentary 
adds: तत्रापि (तत्राभिधा ) निरन्तरसान्तरार्थानिष्ठवेन मुख्यामुख्यभेदेन द्विविधः दब्दव्यापार:। स 
शार्तरेतिहासयोरपि यथाक्रम॑ शब्दार्थप्राधान्यन प्र भुमितरसमितयोः साधारण: । अन्यदंशद्दयं तु काब्यनार- 
योरेव, उभयत्रापि व्यापारप्राधान्याज्ञायासंमितत्वेन व्यवस्थिते: | ( 8. Bhattacharya, op. cit. vol, 
I,p. 68). This makea it likely that this famous distinction of teaching like a master, 
and like a wife, was firat invented by BN and not by Abhinava, Abhinava first 
mentions this on p. 40, of the Locana, and again on p. 336 and 399. The distinction 
between &istra, àkhyána and kárya has already been made by BN in a verse that 
Abhinava quotes on p. 87 of the Locana : 
शब्दप्राधान्यमाश्रित्य तत्र दारं पृथग्विदुः । 
अर्थे तत्त्वेन युक्ते तु वदन्त्याख्यानमेतयांः ॥ 
द्रयोर्गुणत्वे ब्यापारप्राधान्ये काव्यथी भवेत्‌ ॥ 
[ We Should read arthe tattvena as done by K. Sastri ( p. I6l)]. This is surely 
the inspiration for Abhinava's famous distinction, taken over by all later writers. 


3. Srutidusta is mentionod by Bhimaha, I. 47, and by the Dhvanydloka II. 
ld and the Vréts thereon. Abhinava {p.2l4-2l5 of the Locana ) speaks of it as anitya 
because there are cases in which harsh sounds are appropriate, e. g. in raudrarasa, 
See also Uddyota ILI, parikarasoka no. |, on p. 302. Abhinava also refers to nityans- 
tyado;a on p. l6of the Locana. 
4. Note that BN is arguing for a further power in poetry, beyond the literal 
Most probably he derives this doctrine from Anandavardhana, 
5. Bharite ca rase is roally speaking an improper usage, Bhdvanayd samar- 
pite rase is what BN means. 


sense. 
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form of druti, vistara and vikasa,’ and which approximates the bliss that 
comes from realising (one's identity) with the highest Brahman ( para- 
brahamasvadasavidhak ), for it consists of repose in the bliss (nirvrtivisranti) 
which is the true nature of one's own Self, and which is permeated with 
sattva ( guna ) intermingled with the diversity of rajas and tamas. It is this 
aesthetic pleasure (bhoga) alone that is the major element ( i. e. purpose of 
poetry ), and it is an accomplished fact ( siddharupa ) (since it consists in 
blissful repose in the pure consciousness of the Self which is an accomplished 
fact) (even though in relation to abhidha and bhavang itis sadhyarupa, i. e. 
to be accomplished). ( All forms of) intellectual and moral instruction ( vyut- 
patti ) ( in literature ) are in fact only subsidiary, ( pleasure being the major 
goal of literature). " * We reply (to these views of Bhattanayaka ) as fol- 


. =- m —— — 
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|, Note the /iasagaágadhara, p. 66 ( KM ed. of ł939): गुणानां चैतेषां रुतिदीक्ति- 
विकासाख्यास्तिस्रश्चित्तवृत्तयः क्रमेण प्रयोज्याः | 


These terms are explained in the Dh. IV. 43. Ananda speaks of dipti on 
p.208. See also Aarikall 9 (p.208). Abhinava speaks of dipti as being vikdsa~ 
ristáraprajjralanasvabháva (p. 208-209, Locana). He also uses the verb dravati in 
connection with karuna. Ananda says that the mind, iu karuno, is exceedingly moved 
( árdratàm yati, which Abhinava ( p. 207-208 ) explains as kdthinyam tyajati), This 
certainly prefigures the theory. Is BN the first to use these terms? We think it 
unlikely. See also Gnoli, p. 46, and Raghavan, Sr, Pr. p. 436. 


2. Note the importance of the torm saridhah, which means literally « near’, 
We don't think it can be taken to mean simply “similar” here, since surely the 
implication is that it is inferior. lf this is the correct interpretation, then perhaps 
the passage about the Yogins milking the cow of mysticism ( Locana, p. 9l) should 
be reinterpreted, in spite of what Abhinuva says, (Note that this ayrees with the 
extraordinary passage in tho third Uddyota, p. 5I0, where Abhinava unambiguously 
states that rasásvada is inferior to brahkmdsvdda ....... परमेश्वरविश्ान्यानन्दः प्रकृष्यते 
तदानन्दरविप्रुण्मात्राव भासा हि रसास्वादः | See also Sridhara : भागश्च परानन्दास्वादतां योगिगतो 
ब्रह्मस्वादस॑नि कृष्टः | But not everybody thought that BN meant “ inferior”. Mammata, p. 60 
(8. Bhattacharya's ed. from which the above rmnotation by Sridhara is tuken ), 
paraphrases us: brahmasoddaum tvs. Note Hemacandra, p. 88: purabrahmisra- 
dasodaro wimilstanayanashkh, which reminds one of tho humorous passive in the 
Dhoanydloka, p. 26 : ध्वनिध्वीनिरिति यदेतदलीकसहृदयस्व भावनामुर्कुलतलाचनैर्नृत्यते, which Abbi. 
navagupta will later defend as being one of the signs of ecstasy. 

3. This is very important, for Bhattanayaka may have been the first to 
clearly say that vyutpatti is secondary to priti. In this he is followed by Abhinava (p. 
Al - ánanda eva páryantika: phalam; aud third Uddyota, p. 336 where vyutpatti is 
said to be an incideutal result of priti, though tho passage is somewhat ambiguous ). 


4. Govinda, in his Küryapradipa, ( p. 66) actually says that this view of BN is 
in accord with tlie Sank hya doctrine : उद्रेक श्च स्वेतरावनि भूयावस्थानं इति सांख्यसिद्वान्तानुसारेण 
विवृणुते । Sattra, rajas avd tamas are of course the three constituents of human nature, 


As Jagannatha says ( p. 29, RG), during rasapratit, rajas and tamas are suppressed 
by the preponderance of satire, because of the power of the function called bAogakrttva, 
( Continued on next page 
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lows: the true nature of rasa is the subject of many different and controversial 
views. For instance, some (Lollata for example ) believe that that which is: 
known as a permanent emotion (sthayibhava) in its prior ( undeveloped ) form 
( purvavastha ) becomes nourished (i. e. developed, praptapariposa ) through 
the introduction ( sampata ) of the vyabhicarins, etc., and ( then becomes ) rasa. 
located in the character being portrayed (anukarya). Rasas are called natyarasas 
because they are used in drama. (Objection to this view by Sahkuka : )! 
what can it mean to say that one state of mind (cittavrtti) is “ nourished ” 
by another state of mind, seeing that mental moods are in a constant state of 
flux ( pravahadharmin ) 2° Wonder, grief and anger, etc., are not gradually 
augmented ( pariposa ) (on the contrary, they diminish with time). There- 
fore there is no rasa in the character being portrayed.* If one were to say 
that it is in the actor ( anukartr), (the difficulty is that) the actor would 
then be unable to follow the tempo (/aya),* etc., (since he would be 


Continued from previous page ) 

An excollent account of BN’s view and its similarity to the Sankhya is to be found 
in Hiriyana, “Indian Aesthetics ", Proceedings and Transactions of the firat Oriental 
Conference, Poona, ]922, p. 246-247. “The purpose of evolution in the Sánkhya is 
bhoga and apavarga, and the use of this word bhoya in this passage constitutes a link 
connecting tho present theory with the Saakhya. ” (op. cit. p. 247-248). 

]l. Here is a one-sentence summary of S'ahkuka's position by Prabbakara, 
Rasapradipa. y. 22 : विभावादिभिर्नटे ऽनुमीयमानोऽनुकार्यगो tan: स्थायिभावो रस 

2. It is not clear what Sankukn intends by pravahadharmin, What does he mean 
when bo says that one mental state cannot nourish another, since avy mental state is in 
constant flux * The analogy of a river does not hold good, for while it is in a constant 
state of flux, it is nonetheless augmented by minor streams, Why should not & major 
(or abiding, sthayin) mental state he intensified by subsidiury and fleeting mental 
states? Does Sankuka mean that there is no question of any mental state being 
strengthened by any other mental state, since all of them are after all in a state of 
flux - always changing — diminishing in their intensity with tbe passage of time? But 
this does not seem true. Does he mean that it is ouly in the theatre that one has a 
coucentrated meutal mood, not iu real lifo? If so, would he argue that Rama's love 
was constantly changing’ Unlikely. What thon could be mean? 

3, This passage bas heen expanded in the A. Bh. p. 274: शोकस्य प्रथमं तीव्रत्वं 
कालात्तु मान्दयदर्दानम्‌ | This is very true, and well observed, but what does it prove? 
Perhaps the point is that a mental state becomes intensifind or weakened because of 
the external objective stimulants, and not because of otlier mental states (like the 
vyabhichdribhiras ). 

4. The sentence iti náuukárye rasah is elliptical. It should be explained as 
follows: अनुकायें ( रामाद ) विद्यमानः रसः सामाजिकेनास्वाद्यत इति न युक्तम्‌ | According to 
Lolluta, the spectator relishes the rasa (i. e. ralyddisthayibhara ) which is located in 
the character portrayed. Now Sankuka’s view is that the spectator cannot be said 
to enjoy the rutyddibhaca which is after all located in the character portrayed, who 
is removed botb in space and time from the spectator. 

6. Note bow the BP tukes laya (p. IBA): sat नाम नृत्तगीतवाद्यानामेकतानतारूपं 
साम्यम्‌ | But we feo] that Gnoli's interpretation, which we follow, is better (seo hia 


Int. p. XVIII). 
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absorbed in an aesthetic experience and unable to concentrate on his duties 
.as an actor). If one were to say ( that rasa, i. e. ratyadibhava exists) in the 
spectator, how could there be delight ( camatkara) ? On the contrary, in 
karuna ( rasa ) ( i. e. in tragic situations ), etc., the spectator would experience 
(only) pain. Therefore this thesis is incorrect. What then is the 
correct view ? It is not possible ( precisely) to imitate any one particular 
mood because of the endless and ever-changing ( aniyata ) degrees of intensity 
.(of the mental moods ). Moreover it would be useless to do so, for if they 
were reproduced exactly ( visistata ), because (the spectator) would not be 
moved ( tatasthya ), there could result no edification ( vyutpatti ). 


> Therefore, ( here is Sankuka’s view : ) when this sthayi( bhava), whose 
nature is not definite (as regards its particular intensity) is combined with 
the vibhàvas, anubhavas and vyabhicaribhavas, there results an experience 
( pratipatti ) of the the sthayi(bhava) (love, etc.) which is inferred as existing 
in the actor ( because he is for the time being the locus of the rati, etc. ) and 
is (therefore ) confined only to the drama. The nature of this experience is 
the enjoyment of the sthayibhàva (love, etc.) ( thus inferred as existing in the 
actor ) and it is different from memory, because it is the object of the appre- 
hension that “ this Rama (standing before me, as represented by the actor) 
is happy? (because he is with Sita)”. This rasa does not depend on any 
other thing bevond the actor who is apprehended ( by the spectator ) as non- 
different from the character being portrayed, and the spectator who is the 
relisher ( of the ratibhava, etc., inferred by him as existing in the actor). 
Only that much? (and nothing more is required for the aesthetic experience 
of the rasa ). Therefore, rasa exists only in the drama, and not in the charac- 
ters to be portrayed, etc. This is the view of some ( i. e. of Sankuka ). 
Others* say: the appearance (semblance, avabhasa ) of a sthayi ( bhava) 
in the actor, which has been brought about by the dramatic accessories 
( samagri ) such as abhinaya, etc., is like the appearance (semblance) of a 





I. This is a difficult passage. We take wisista to mean niyata (definite, 
particular, precise.): नटे अनुकार्यरामादिगत विशिष्ट (i.e. नियत ) fata वर्तते। तेन च 
नटेन तज्ज्ञानानुसारेणाभिनयः क्रियते | इति स्वीकृते, सामाजिका अपि नासौ पारमार्थिकः रत्यादि भावः किंतु 
तदनुकरणमात्रम्‌ इति जानीयुः। तेन चानुकरणमात्रत्वज्ञानन सामाजिकानां तारस्थ्यं स्यात्‌ । ततश्च 

व्युत्पत्तरसंभवः | Very different, however, is Gnoli, p. 0. 

2. Ayam ramah sukhi is explained by the BP (p. I85)asramo? yam sitárija- 
yakaratimán. 

3. Adah means “idam ”, See Locana p. l60, where Abbinava uses the 
same expression. It occurs again on p. 239 and 258 of the Locana, 

4. It is difficult to identify the person who held this opinion, number 4, given 
on p. 486. According to Mammata (AP, IV, p. 88 of Jhalkikar'e ed. ) the painted horse 
analogy (citraturagangaya ) belongs to Sankuka, whereas here it ia given after his 
views have already been expounded, 
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horse ( drawn ) on a canvas by means of yellow pigment, etc. Because it is 
enjoyed by an act of cognition, which is otherwise called relish ( asvada ), and 
since it is transcendental, it is called rasa. And so the expression natyarasah 
is to be explained as natyad rasah, i. e. rasas arising from drama. 


Others, however, say : the vibhavas and anubhavas alone, being present- 
ed (to the spectator ) with the help of special stage-equipment ( acting, 
music, dialogue, etc. ) ( visistasamagri ) and being linked (anugakta ) with the 
instincts ( vasana ) appropriate to the mental state in the form of the sthayi- 
bhava which is sought to be produced ( vibhavaniya ) by these vibhavas and 
which is intended to be brought within the purview of the experience of the 
spectators by means of these anubhavas, these ( vibhavas and anubhavas ) be- 
coming the object of the relish in the form of the bliss of the Self ( svanirvrti- 
caryanavisista ),?- well, these vibhavas and anubhavas themselves are rasa. 
Therefore, rasas, are nothing but drama. Others say that rasa is the 
vibhava alone, others that it is the anubhava alone, and some that it is the 
sthayibhava alone. Others say that rasa is the vyabhicaribhava; still others 
that the combination of these (four) is rasa. Some say that rasa is the 
character being portrayed. Others say that rasa is the conglomeration of all 
these (five) things. Anyway, this is enough now. 

( Here then is my own, Abhinava's, position ) : rasa applies to ( non- 
dramatic ) poetry as well, where in place of realism? ( Jokadharmi ) and 


-— 


l. This is a dithcult passage. Tradvibhivaniya means vibhávavibhávaniya, 
“ Tha sthayibhdnoa which is sought to be produced by those vibhávas." Tadanwubháva- 
niya means anubhira—anubhivaniya, “ The sthayibhaca which isinteoded to be brought 
within the purview of the experience of the epectatora by means of those anubhdavas,” 
विशिष्टसामग्र्या समर्प्यमाणं means अभिनयादिसामग्र्या सामाजिकानां पुरस्तादुपस्थाप्यमानम्‌ | 

2. Note how similar this ia to Abhinava’s view. 

3. On nátyadharmi and lokadharmi, see the long article by Raghavan, J, O. Ra 
V ol. VII, I933, p. 359-398, part I, and part II, Vol. VIII, I934, p. 57-75. Lokadharmi 
refers to everything in the drama that is realistic (and applies thns primarily to the 
prakarana), whereas ndfyadharmi refers to all the conventions used only in the 
theatre: asides thut nobody else can hear, monologues, talking animals, gods on the 
stage, etc. Note that in the thirteenth chapter of the Natyaéistra ( Vol. IL, G. O. 8. 
p. 204) when Bharata begins a long list of tho laksanus of each, he speaks of loka. 
dharmi as seabhárabhávopagata ( XIII, 7]). It is a cory embracing topic with Bharata, 
and includes such diverse elements as the pravrttis, the prakrits, the dance, eto. Note 
the very interesting verse that Abhinava quotes from his teacher ( Bhattatauta *— he 
only says: यथोक्तम्‌ ki 

यदत्रास्ति न तत्रास्य कवेर्वर्णनमहति 
यज्ञासंभवि तत्र स्यात्संभव्यत्र तु TAA: | 

The second half of the verse, unless one has na cambhart, makes no sense. But the 
first ie all right: “ Not everything that is in the world deserves to be described by 
the poet in his plays,” Abbinava moro than once points out that not everything in 


( Continned on next page 
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convention ( matyadharmi) (that apply to the theatre) there are the two modes 
of svabhavokti! and vakrokti which convey rasa by means of transcendental 
(alaukika) vibhavas,? etc., which are presented by words possessing such 
qualities as clarity (prasanna), softness (madhura) and vigour ( ojasvin ).? 





Continued from previous page ) 

the drama need correspond to real life. As proof of this, he points out that many 
dances do not have anything to correspond to them in real life. ( What in the outside 
world bears any resemblance whatsoever to Reethoven’s last quartets?) Note too, 


what Abbinara says in the A. Bh. vol. I, p. 269: लोके a कदाचित्र भवत्यपि गृहीतत्वात्‌ | 
नास्ये तु त एव जीवितम्‌ । It may be that Abhinavagupta was the first writer ever to 
have articulated this refutation of strict realism, which has now come to seem 80 
commonplace in modern literature that it needs no defence, This was not 80, less than 
fifty years ago. 


l. These are parallel terms, svabhávokti corresponding to lokadharmi and 
vakrokts to nátyadharm: as applied to karya. Thus Abbinava is using the terms in 
their widest sense. Bhamaha too ( V. 66 JI. 85, I. 30) uses vakrokit to apply to all forma 
of alankára. But he defines svabhávokti (II. 93) as a separate figure of speech, 
(Thus De's remark, Vakroktijieita, p. 23 : *Kuntaka follows Bhamaha in rejecting 
seabhávokti a8 an alankára? is not true, It stems from the qualifying phrase in 
Bhamaha : sti kecit pracagkate, which does indicate doubt on Bhimaba’s part, but not 
complete rejection. ) Dandin (II. 363) divides vāżmaya into two realms : svabhdvokts 
and vakrokti. See also Udbhata. III. 8-9. The most elaborate discussion on svabhd- 
vokti is found in tho first chapter of Kuntaka's Vakroktsjiosta, Vakrokts of course for 
Kuntaka is just wbat dhvani is for Ananda, only it is even wider in its embrace. 
Svabhávokti is the alazkárya, the káryasarira to which vakrokis is applied. See the 
valuable article by V. Raghavan,“ History of Svabbavokti " in “ Some Concepts, etc, ". 
It is tempting to 866 the division in Skt. poetry as that of realism and romanticism. 
Certainly verses that illustrate evabhévokit tend to be more simple and direct, 
and to deal with less exalted subjects. Moreover, the passage from the Locana supports 
this conjecture. There are not a great many Skt. poets who excelled in realism. Profes. 
sor Ingalls has written about one who did, YogeSvara, in two remarkable articles: “A 
Sanskrit Poetry of Village and Field : Yogesvara and His Fellow Poets” J. 4.0. S. 
vol. 74 (l954) pp. II9-l3I; and “ Yogefrara and His Favourite Poets. ", Dr. V. 
Raghavan  Felicitation Volume, Adyar Library Bulletin, Vols. 2l-22, ]967-68, 
Madras, pp. 385 ff. A poem that deserves to be much better known in this reapect is 
Abhinanda’s Kadambarikathására, quoted by Abhinava several times, which contains 
some remarkable examples of well-observed minor moments in life, 


2. Against Balapriyd (p. 86), we take alaukika to construe with the 
vibhüvas, etc. In other words, the vibháras are alaukika in so far as they are called 
९४७७७५४०७8. It would not make much sense to associate the word with the gunas them- 
selves. 

3. These are the §sbdaguras mentioned by Bharata, Dandin and Vàmana, 
Anandavardhana completely altered the older teaching of Dandin (I. 4]-42) and 
Vamana (I. 2. ]]) on gures by bringing them under bis system of rasa. For him, 
the guras ace the properties of rasa ( as opposed to the alaxkáras ). See under II. 7 
of the Dhranydloka. Instead of the usual ten yuras accepted by Rharata, Dandin 
and Vàmana, Ananda accepts only the three mentioned here, The concept is very 
complex, and we have dealt with it at some length in our notes to the Locana 


T ( Continued on next page 


72 शान्तरस 


Or we could even grant that aesthetic experience (rasapratiti) in poetry is 
distinct in nature from that experienced in drama, since there is a difference 
in the means whereby it is brought about (in both cases). Nonetheless 
( tàvat ), the particular mode by which aesthetic experience is brought about 
is the only one that will be explained presently (iyam eva). This being the 
case, the criticism (of Bhattanayaka ) concerning the impossibility of rasa being 
found either in oneself or in someone else, applies only to the first view ( i. e. 
Bhattalollata's ).? But in all the views (so far expounded ) the unavoidable 
fact remains that rasa is perceived (pratiti). For if it were unperceived 
(as Bhattanayaka claims ), then we could have no dealings with it, just as 
we can have no dealings with goblins* ( since such creatures do not really 


Continued from precious page ) 

translation to be published shortly. Note that Abhinava, in bis discussions on the 
gunas, has occasion to develop a theory much like the one hinted at by the words 
druti, vistara and vikása as used by Bhattanayaka, Ardraté stands for druti. Dipti 
would be the equivalent of vistara, and vyápakatea ( or somarpoakatva ) of vikosa. 
They are of course associated with certain rasas. See the Locana on II. 7-I0, The 
best treatment of the problem iə to he found in P. C. Labiri, * Concepts of Riti and 
Guna in Sanskrit Poetics”, University of Dacca, I937, and V. Raghavan, Srigára- 
prakasa, pp. 249-25). 


l. There should be a -danda after upáyavailaksanyád, Iyam eva begins a 
now sentence. 


2. IL e.Lollata's views, which BN refutes so convincingly that Abbinava 
need not do the work again. 


3. This is directed against BN. who bad said earlier ( p. I82), tena na 
pratiyate...rasah.JAbhinava expands this on p. 277 ( A. Bh. Vol. I, Gnoli, p. f: प्रतीत्या- 


दिव्यतिरिक्तश्व संसारे को भोग इति न विद्य: | रसेनेति चेत्‌ सापि प्रतिपत्तिरिव | But this is perhaps to 
interpret BN too rigidly. By saying na pratiyate rarah, obviously he could not be 
claiming that rasa does not exist, only that  pratiti is not an adequate 
word to express bow it is experienced. Perbaps (if he is not merely to be sopbistic) 
BN means that it is not ५ perceived " the way other things are in the world, i. e. it is 
not the result of the ordinary 77707८2708 such as pratyaksa, etc. Moreover, Abbinava 
accepts what BN says about rasa being neither personal ( sengata ) in which case we 
would become physically involved, nor puragata, in which case we would be indiffer- 
ent. Abbinava also accepts the reason for this statement : rasa is made universal, 
sidhdranikarana, which is one of the most important concepts of Skt. poetics, first 
met with (under the name of bAdnand ) in BN and universally accepted hy later 
writers. 


4. It would seem that Abhinava is saying that pisicas ( goblins) are merely 
figments of the imagination. On p.277, vol. l of the 4.B^. ( Gnoli, p. II ) Abhinava says 
the same thing : न चाप्रतीतं वस्त्वस्ति व्यवहारेण योग्यम्‌ | If Abhinava is indeed saying that 
such things as goblins and ghosts are merely products of our fancy, be would be ona 
of the few early Indians to hold such an unorthodox opinion. We think it very likely 
that tbis is what he means ( bow else could we interpret the line?) for he has made 
similar statements earlier : in the first Uddyota, commenting on a verse by bis teacher 


Bhatrenduraja, he says: न ह्यचेतनोपालम्भवदसंभाव्यमानो5्यमर्थो नच न TAL ( p. ।27 ), 
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exist outside of the imagination ). Moreover, though as cognition they are 
the same, nonetheless such forms of perception as direct perception 
(pràtyaksiki ), inferential perception ( anumaniki ), that which arises from 
verbal testimony ( agamottha ), that which is caused by intuition ( pratibhana- 
krtà ), and that which stems from yogic sight ( yogipratyaksaja i. e. telepathy, 
etc. ) are distinguished from one another by the means through which they are 
brought about. So also the perception (pratiti) of rasa, for which other 
names are carvand ( relish ), asvadana ( gustation ), bhoga (enjoyment), (isa 
form of perception different from these other types of perception), because 
the set of factors, namely the vibhavas, etc., helped by sympathetic response 
( Ardayasamvada ), etc., which lie at the base ( nidàna ) of the aesthetic experi- 
ence are of a transcendental nature. When we say that “ rasas are perceived ” 
(we are using language loosely ) like when we say that “he is cooking the 
boiled rice”! (odanam pacati) ( where to be more precise we should really say 
tandulàn pacati, since odana is the finished product ), for rasa is the process of 
perception ( pratiyamana eva hi rasah y? itself; and rasana (aesthetic experience) 
isa particular kind of perception (i. e. it is brought about by the samagri 
such as vibhavas, etc., in literature) ( pratitir eva visistà rasana). This 
perception ( of rasa ) in drama is distinct from every-day cases of inference, 
though it depends on inference in the initial stages ( since one first infers from 
the vibhavas, etc., the sthayibhava in the person being portrayed ). In poetry 
too this perception ( of rasa) is different from other kinds of verbal cognition 
(i.e. abhidha, tatparya and laksana), but in the initial stages it depends on 
abhidhà as a means ( of reaching the suggested sense). Therefore the purvapaksa 
(Lollata's view)? has been destroyed (by Bhattanàyaka ) such that it can 


l. This refers to the distinotion between ta^du!n, the raw rice, and odana, 
the finished product, Strictly speaking, we should Buy: tandnlan pacati, * he cooks 
the rice” and not ** odanam pacati." But the words are used loosely. ln the same 
way, rasah pratiyate is not strictly correct, for rasa is the finished product. What 
we should say is vibhápáüdi pratiyate. Most probably this is what Bhattanàyaka 
meant as well. 

2  Pratiyamána eva hi rasah means pratiyamaánatà eva hi rasah, Abhinava 
means that rasa is the actual process of aesthetic experience, and not the object 
( visaya ) of that process. Just as rosa is described as raayamtinaté, in the same 
way it is here called pratiyamina (i.e. pratiyamánatád, pratitih, rasanü, asvadah ). 
It is identical with experiance—it is the aesthetic experience itself. In a similar 
fashion (and this may well have been the inspiration for Abhinava’s view ), the 
eaksin, in Vedduta, does not really see another object, or even exporience happiness, 
for it is sarraprekagsku, and actual saccidin'snda itself. To say átmánubhügyate is 
simply loose terminology, since this implies the /riput, which is abseut in true 


anubhava. Uf. A. Bh. p. 285 : सिद्धस्य कस्यचित्ममैय भूतस्य रसस्याभावात्‌ | 

3. We take this as a reference to Bhattalollaia's views on the strength of 
the equivalent passage in the 4, Bh., p. 277 ( Gnoli, p. LE) : qx पूर्वपक्षी 5यं भट्टलो हर पक्षा 
नभ्युपगमादेव नाभ्युपगत इति TEI णमनुत्थानोपहतमेव | 
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never rise again. ( When Bhattanayaka ) on his part says that ( extraordinary ) 
deeds of Rama (such as building a bridge over the ocean, etc. ) do not win 
sympathetic response from everybody,’ he is being very rash ( sahasa): 
indeed. For minds are characterised as possessing a great varicty of latent 
impressions (vasana). As has been said: ““ Vasanas are endless, because 
desire is eternal”. ‘‘ Though scparated by species ( jati), place ( desa) and 
time (kala), nonetheless there is a correspondence between memory and 
samskaras (i. e. though several lives intervene, vasanas still give rise to instin- 
ctive reactions to external situations ), " Therefore it is now established 
सऱ्या" - 

A l. There is a very interesting passage in the 4. Bh. Vol. II, p. 42, germane 
to this issue, Hore is the text: 


यदि तु gaad देवचरितं quid तत्तावद्विप्रलम्भकरुणाऱ्धत मयानकरसोचितं चेज्निवध्यते 
तन्मानुपचरितमेव संपयते, प्रत्युत देवानामधियाथानं प्रसिद्धिविधातकम्‌ | तत्र चोक्तो दोषः, विप्रलम्भाय- 
भावे तु का तत्र विचित्रता रज्जनाया एतत्प्रमाणत्वात्‌ । अत एव सहृदयसंवादो5पि देव चरिते दुर्लभः, न च 
तेषां दु:खमस्ति. यत्प्रतीकारोपाये व्युत्पादनं स्यात्‌ ¦ नायिका तु दिव्याप्यविरांधिनी यथोर्वशी नायकचरिं 


तेनेव तद्वृततस्याक्षेपात्‌ | 

à “If however the doings of Gods are described ( in a drama ) as the main thing, 
then in case they are presented as appropriate to ostpralambha( srigdra ), karuna, 
adlAuta, and bhuydnaaka, they will turn out to be only the doings of ( ordinary ) human 
beings. If on the contrary, the (genuine) doings of Gods are presented unwittingly 
( adhiyà adhanam |, that would offend what is generally well-known (in the world as 
possible in the case of human beings). The blemish entailed thereby has been 
(already) stated. And if there is no presentation of rases such aa vipralambsa 
( árigdra j}, etc., what charm can result therefrom, since entertainment (of the 
audience) essentially depends on theso (i. e on vipralambha, karuna, etc.)? Hence 
itis, that sympathetic response (from tho spectators) is difficult to achieve in the case 
of the presentation of the doings of Gods. For they (i. e. the Gods) are not subject to 
any suffering, 80 that from the description of (that suffering aud of ) the means used 
by them to overcome it, the spectators may derive instruction. There is however 
nothing contradictory in introducing even a divine heroine (as opposed to a hero ), as 
for example Urvasi ( in Kilidisa’s Vikramorvatiyam ), for her actions are presumed 
to he plausible because of the actions of the ( human ) hero (in that drama ). " 

| “Weare not certain of the phrase: pratyuta deninam adhiyddhadnam prasid- 
dhsrighátakam. Also, we are not able to understand the exact sense of the last 


sentence: नायिका तु दिव्याप्यविरोधिनो, यथा उर्वशी, नायक चरितेनेव तद्दृत्तस्याक्षेपात्‌ i 
2. This muat be a reference to p. I8] of the Locana, where BN said : समुद्र- 


सेतुवन्थादयो विभावास्ते कथं साधारण्यं way: | But what could he mean hy this? The only 
logical inference would be that virarasa in such cases is not genuine, since it involves 
tm probabilities, But this would he an odd position for anyone to take of the Ramayana 
Y though Abhinava himself acknowledges the truth of this for all but the most famous 
of exploits, when he says that in the caso of the prakarana, outlandish events should 
not take placo, since this will prove to be a mghna for the spectator — see p. 34] of the 
'Locana ). Surely the whole point of the sadharanikarana doctrine is that it allows 
such events to become impersonalised, and so imaginatively possible. Could BN have 
actually said: रामादिचरितं न सवस्य हृदयसंवादि ? 
7 3. Yoyusutra lV. I0,and IV. 9. On. p. 282 of the A. Bh. Abhinava bas a very 
( Oontinued on next page 
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that there is the perception of rasa. Moreover ( Bhattanayaka is wrong, 
because ) this perception in the form of aesthetic enjoyment ( rasana ) does arise 
(utpadyate). And in bringing about this perception ( tatra } the function is 
the suggestiveness ( dhvanana), i. e. the vyanjana of the literal sense and 
denotative words,’ which is a function different from abhidha. ( What 
Bhattanayaka calls) the function of aesthetic relish ( bhogtkarana ) with 
regard to rasa in poetry is nothing other than suggestiveness ( dvanana ). As 
for bhàvakatva, which (for us) consists in the use (parigraha) of proper 
gunas and alankaras, we will speak of this in some detail (later in the 
second Uddyota). What is new about it? When you (Bhattanàyaka ) say 
that poetry is the producer ( bhavaka ) of rasas, through bhavana, you have 
yourself revived the theory of utpatti (which you supposedly destroyed ).? 
One cannot say that in poetry words alone are productive ( of rasa )* for 


Continued from previous page ) - 

interesting pussage whero he justifies the nine stháyibhávas in all human beings 
(though some predominate in certain people and others in others), and ends by saying: 
न होेतचित्तवृत्तिवासनाशून्य: प्राणी भवति | In the course of our beginningless journey through 
this universe, we bave experienced all emotions. Thus nobody fully aware of bisown 
humanity can fail to be moved by another person's experiences, On p. 283 (of the A. BA). 
Abhinava quotes u fascinating line from Patanjali II. 4 : न हि चेत्र एकस्यां स्त्रियां रक्त इत्यः 


न्यासु विरक्त: | “ The fact that Caitra is in love with one woman does not mean that he 
is out of love with others.” This is not meant humorously, but only that when Caitra 
isin love with one woman, this means that hislove for that particular woman is 
dominant in his mind. it does not mean that his mind is altogether devoid of love 
for any other woman. He of course has love in his mind for other women also, but 
this love is more feuble than the other, and hence overpowered by the love he 
feels for a particular woman at any given moment. 


` l. Suggestion applies to the vacya (6.g. in vustudhrant, where the literal 
meaning suggests the vyaagyártha ) and to the racaka {since vdcakas nre ryanjakas ), 

2. This is somewhat curious, Where has BN said that ७१७८०६०८७७ is samuci- 
tagundlankáraparigraha ? For BN bhávaud is sádháranikarana. How can this be 
associated with yunas and alankiras? However, Abhinava himself, in the A. Bh. 
p. 277, uses these very words to characterise BN’s views. Ths wording in the A. Bh, 
is slightly different: दोपाभावगुणालंकारमयत्वलक्षणन ... ... ... भावकत्वव्यापारेण The phrase 
nibidanijamohasaaka takárina on p. 277 of the A. Bh. vol, I, is puzzling. Perhaps we 
must read samketanivrttikarina, 

. 3. Thisis well observed. It is true that BN must use some expression like 
१८७००८४०८८, regardless of what word he chooses. Thus when he says ११००४८८ ca rase 
( Locana p. ]83), one must paraphrase by bhavanayd samarpile ca rase. 

4. Abhiuava's point seems to be that BN said ( Locana, p. I82) that there 
are three functions of words: काव्यात्मनः दाब्दस्य व्यंशताप्रसादात्‌ | But this is uofair of 
Abhinava, since be too says over and over that 7yaijand is a gabdavydpdra, Surely 
Bhattanàyaka must have meant the same thing? It is most unlikely that he would 
have restricted the function to words. On the other band, Abhinava himself has argued 
for the importance of ६7८८७, Cf, tho interesting passare at the end of the first 
Uddyota, p. ]58-59. 
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if their meaning is not known, no rasa can arise. Nor can one say that it is 
meaning alone (that gives rise to rasa in poetry) for if the same meaning is 
expressed by other words ( Sabdantarenarpyamanatve ) rasa does not arise. 
We ( the Dhvanivadins) have explained that both word and meaning (are 
helpful in the presentation of rasa ) when we said : ** Wherever a meaning or 
a word manifests a suggested meaning, "? etc. Therefore by means of the 
function known as suggestiveness (as a means), and through (the use of ) 
gunas, alankaras and propriety ( aucitya ), etc., as a procedure (itikartavyata), 
poetry which is possessed of the power of conveying ( bhavaka) (rasas) 
conveys ( bhavayati) rasas, and in this three-fold scheme of bhavana 
(as accepted by the Mimamsakas )? suggestiveness fits in as the means 


— Tm =- — 


l. Cf. what Ananda saya on p.358 of the Dhvanyáloka, Uddyota III in the 
context of ४१४०0१7०१८. 


2. Dhvanyáloka I. I3. The whole verse reads: 


यत्रार्थः शब्दों वा तमर्थमुपसर्जनीकृतस्वार्था । 
व्यङ्कः काव्यविशेषः स ध्वनिरिति सूरिभिः कथितः ॥ 


४ When the (directly expressive) word and the literal meaning both first 
subordinate themselves ( to the suggested sense), the word subordinating its meaning 
and the literal meaning subordinating itself, and then reveal that ( suggested ) sense, 
that kind of poetry has been called dhrani by the wise.” This is in fact the major 
definition of dheani in the D. Al. 


3. In brief, the Afimasdaá position is as follows: 0१००१४०, creative force, or 
creative energy, is of two kinds: (l) 82067, and (2) drthi. It ie a particular kind 
of activity in an efficient or operative agent (०१८०7०४६६४), which is conducive to the 
production of the effect ( or conducive to the coming into being of that which is going 
to come into being). 6067 bhávand means verbal creativity, or word-etlicient force. 
Arthi bhávauá iy purposive croativity, or end-eflicient force. Sabi bhdvand is 
concerned with how the words in a scriptural or secular command operate in bringing 
about the fultilment of that command. Arihi bhdvand is concerned with how a 
particular action ordered by the scriptures or by a human master is carried out by the 
person ordered to do it, with a view to achieving the expected result. In this passage 
we are concerned with érthibAdrana and not with fábdibhávand. Bhávaua consists of 
three elements: (]) sddhya ( objective aimed at by the action), (2) sédhana or 
karuna (the rneany leading to that objective ) and ( 3) séskartanyatd ( procedure to be 
followed in reaching the objective ) (kim bhavayet, kena bhávayet, katham bhávayet ), 
According to Abhinava, Bhattanàyaka has borrowed the word bhdvand from tho 
Mimàmsakas. In karmakdzda, in the case of a sacrifice like jyottstoma (jyotistomena 
evargakámo yajets ), avarga is the sddhya. The jyotstgoma sacrifice is the sddhana or 
karana, and the performance of the minor sacrifices praydja, auwyaja, etc., is the 
ttikartavyata, lu poetry and drama, rasa ( or rasásvdda ) is the sádhya, dhranana or 
vyafijanávyüpdva is the sádhana or Larara, and gunálazkáruucityád3 (i. e, samuci- 
tayundlankdrapariyraha ) is the stskartavyata. Thus according to Abhinava, dAvanana 
isthe karana or sadhana by which vaadsráda is brought about. This is what be 
means by the sentence इति व्यशायामपि भावनायां करणांशे ध्वननमेव निपतति | He means that 
kanya is the bhavaka of the rasdsrdda, just as the performer of a sacrifice is the 
bhavayttr (i, e. bhdvaka ) of the svargaripuphala, 
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( karana).' Nor does bhoga (aesthetic enjoyment} come about through the 
words used in poetry (alone), but rather (it comes about) through the removal 
of the obscuration ( sankata ) ( of the blissful nature of the Self ) caused by the 
blinding darkaess which is itself the result of deep ignorance (moha). In the 
transcendental ( /okottara ) aesthetic enjoyment ( bhoga ) that is to be brought 
about (in this manner), for which another name is asvada (enjoyment), and which 
consists of druti, vistara and vikasa,? suggestiveness alone (according to us, 
should be) given the highest place of honour (murdhàbhisikta). When suggesti- 
veness ( of poetry in relation to rasa ) is admitted, this so-called bhogakrttva (of 
poetry) inevitably follows. For bhoga is nothing other than the inexplicable 
thrill of delight (camatkara) that arises from aesthetic enjoyment (rasyamanata). 
But it is not correct to say that aesthetic pleasure ( asvada ) is divided ( only ) 
into three, druti, etc., ( because there are innumerable variations possible ) on 
account of the endless variety created by the principal-subordinate relation 
among the ( gunas ) sattva, etc. We admit ( with Bhattanayaka ) that aesthetic 
enjoyment is similar to the joy ( that comes from realising one's identity with) 
Brahman. (We also admit with Bhattanàyaka* that) the intellectual 





l. This is BN’s own position. See A. Bh. p. 277 : चतुविधाभिनयरूपण निविडनिज- 
मोहसक्ूटकारिणा विभावादिसाधारणीकरणात्मनाऽभिधातो द्वितीयेनांशेन भावकत्वव्यापरिण भाव्यमानो- 
रस: etc. 

2, This could not be Abbinava’s position, since on the next page (!90) he 
will reject this three-fold classification ( even though in the Locana comm. on II. 7-]0 
he develops a similar scheme. But if this is BN's position, and not Abhinava's, there 
should have been some indication to this eflect, By ending it with dheananavyápára 
eva murdhabhisktah, he has inextricably woven in his own views. 

Further on druti, vistara and vi:osa , see Mummata, X P. p. 474, J balkikar's 
ed, Dipti is vistara, mádhürya is druti, but for some reason 7१४६0४७ is not connected 
with prasddu, ua one would expect, The scheme is accepted by Dhanamjnya. 

3. Note how Mammata (p. 59, Jhalkikar's edition) puts this: परिस्फुरन्‌ हृदयमिव 
प्रविशन्‌ सर्वाङ्गीणमिवालिङ्गन्‌ अन्यत्‌ सर्वमिव तिरोदधत्‌ ब्रह्मास्वादमिवानु भावयन्‌ अलौकिकचमत्कारकारी 
ZARA रसः! This is so well oxprossed that it has beon copied by the Adryapradipa, 
p.69. Such language became, surely op account of both BN and Abhinava, very 
common in describing rasa ( whereas Ananda does not use the word camatkdra in its 
technical sense ), &o much so that we find Kuntaka, in describing an exquisite verse 
( quoted in the Locana, p. I63 as well), using similar terme ( De's ed, of the Vakrokes- 
jivita, p. 35) : अत्र किमपीति (asun explanation of the line in the verse that reads हृदये 


किमपि ध्वनन्ति) तदाकर्णनविहितायाश्चित्तचमत्कृतेरनुभवकगो चरत्वलक्षणमव्यपदेश्यत्व॑ प्रतिपाद्यत | 
4. It would seem, as already noted, that for Abhinava, as for BN, priti 


is the major goal of pootry. Cf. Locana p. 40 ( under [.]]), तथापि तत्र प्रीतिरेव प्रधानम्‌ | 
Thus for Abhinava, »yutpatti becomes easier to accept (soe p. 336 of the Locana ) and 
is the result of priti, but still the major point of poetry is delight. Of course eyutpatti 
means instruction in all the four vargas, including moksa ( p. 4) : चतुवर्गव्युत्पत्तेरपि चानन्द 
एव पार्यन्तिकं मुख्यं फलम्‌) with the result that vyutpatti and priti ( i. e. ánauda ) amount 
finally to the same thing ; Cf. p. 336: न चैते प्रीतिव्युत्पत्ती भिन्नरूपे एव, द्वयोरपि एकविषयत्वात्‌ | 
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refinement ( vyutpadana ) (that results from poetry) is different from that 
which comes from the sastra through mandates (sasana ) and from the 
itihasa through recommendation ( pratipadana ). In addition (atirikta) to 
the message that poetry provides for the readers in the form of the analogy 
that they must behave like Ràma,! can we help it (or: “who is to be 
blamed ? - kam upalabhamahe ) if finally ( poetry ) creates an intellectual 
refinement in the form of the development (vijrmbha) of their critical 
receptivity? Therefore the following is established: rasas are suggested 
(abhivyajyante ). They are aesthetically enjoyed? by their very perception 
( pratityà eva ca rasyante ) (i. e. rasa is aesthetic enjoyment itself ). ४ 
And here, finally, is the application of this theory to what has been 
traditionally regarded as the first actual literary experience. We include here 
the Karika and Anandavardhana's V rtti on it as well :* 
( ध्वन्यालोक:, pp. 84-90 ) 
काव्यस्यात्माः, स एवाथस्तथा चादकवः पुरा | 
क्रोश्वदन्दववियोगोत्थः शोकः छोकलमागतः I 
विविधताच्यवाचकरचनाप्रपञ्चचारुणः काव्यस्य स एवाथः सारभूत: | तथा 
चादिकत्रेत्रात्मीके : निहतसहचरी येरहकातरक्राञ्चाक्र-दजानित राक एव छाकतया YT: | 
रोको हि करुणस्थायिभावः | प्रतीयमानस्य चान्यभेददरानेऽपि रसभात्रमुखनेवोप- 


छक्षणं प्राधान्यात्‌ | 








l. This must be the source of the later dictum, so frequently met with ( e. g. 


K P. under 7. 2): रामादिवद्वाततब्यं न रावणादिवत्‌ | 

2, Theidea is: this is the way things are, and nothing can be done about 
it, with the further implication that this is the way things ought to be as well. 
(Ananda uses tbis idea on p. 408 and Abbinava uses the expression kim kurmak often). 
Thus Gpoli’s interpretation is incorrect. 

3. Throughout the Locana, Abhinava has insisted on the importance of the 
sahrdaya, the reader. Cf. his opening stanza: kavieahrdayakhyam. See also the 
Karyamimdmad, IV, where Rajasékhara divides pratibhd into two kinds: Larayitri 
and bhavayitri, where Lhávoystri corresponds to this type of “imagination” that 
belongs to the reader, and which is a faculty he brings to his appreciation of poetry 


4. Note what Abhinava says in the A. Bh. p. 279: अधिकारी चात्र विमलप्रतिभान- 
शालिहदय: | See the important definition of the sakrdaya, the “ sensitive reader”, in the 
Locana, p. W: येषां काव्यानुशीलनाभ्यासवशाद्विशदीमूते मनोमुकुरे वणनीयतन्मयीभवनयोग्यता ते 
स्वहृदयसंवादभाजः सद्दया: | ० Those people who are capable of identifying with the 
subject matter, as the mirror of their hearts has been polished through constant 
repetition and study of poetry, and who sympathetically respond in their own hearta- 
those ( people ) are what are known as sensitive renders.” Abhinava then quotes a 
fine verse from the VS, VII, 7, G. 0. S. Vol. I, p. 348: 

योऽर्थो हृदयसंवादी तस्य भावो रसोद्भवः gÂ व्याप्यते तेन spem काष्ठमिवाग्निना ॥ 

“ The extornalisation ( bhana ) of that emotion (artha ) which makes an appeal 
to the heart is the source ( ९८७१७०८ ) of rasa. The body is suffused by it, as dry wood 
is suffused by fire. " Cf. Locana, p. 22. 

5, D. Al. I. 6. (pp. 84-90, B. ed. ). 
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KARIKA V: 

It is the ( suggested ) meaning alone that is the soul of poetry. Thus 
long ago, the sorrow of the first poet that sprang from the permanent disrup- 
tion of the sandpipers’ love-making was transformed into verse.! 

VRTTI : 

That ( suggested ) sense alone is the essence of poetry - poetry which 
is beautiful because of a richness (prapanca) of structure ( racana ) and of 
varied words and ideas. And thus the sorrow that was aroused ( janita, i. e. 
uddipita ) by the cries of the Kraufica bird who was frightened (katara) by 
the separation ( viraha) from his murdered wife, in ( Valmiki) the first poet, 
was turned into a verse. For it has been stated (in the present Karika ) that 
sorrow is the sthayibhava of karunarasa, (and that it is only suggested and not 
directly expressed ). Although there are other varieties of the suggested sense, 
they are implicitly indicated through rasa and bhava, because these are the 
most important. 


Now here is the Locana passage, pp. 84-90: 

एवं “प्रतीयमाने पुनरन्ग्रदव' इतीयता ध्वनिखरूप॑ व्याख्यातम्‌ | अधना काव्यात्मत्व- 
मितिहासव्याजेन च दशयति- 

काव्यस्यात्मति | स एवेति प्रतीयमानमात्रेऽपि प्रक्रान्ते तृतीय एत्र रसध्वनिरिति 
मन्तव्यम्‌ | इतिहासबळात्‌ प्रक्रान्तवृत्तिग्रन्थाथब्रलाच्च। तेन रस एव वस्तुत आमा, 
TACHA तु सप्रथा रसं प्रति पर्यवस्येते इति वाच्यादुन्कृष्टो तावित्याभिप्रायेण “ efe 
काव्यस्यात्मे'ति सामान्येनोक्तम्‌ | शोक इति | क्रोञ्चस्य द्वन्द्वावियोगन सहचरीहननोद्भूतेन 
साहचयश्वंसनेनोव्यितो यः शोक: स्थायिभावो निरपेन्नभावत्याद्विप्रळम्भदाङ्गारोचितरतिस्थायि- 
भावादन्य एव, स एबं तथा भूतविभावतदुत्थाक्रन्दादयनुभावचवणया हृदयसंवादतन्मयीभवन- 
क्रमादाखाद्यमानतां प्रतिपन्नः करुणरसरूपतां लोकिकशोकव्यतिरिक्तां स्वचित्तद्रतिसमा- 
स्वाद्यसारां प्रतिपन्नो रस१रिपूणकुम्भाच्चलनवच्चित्ततरृत्तिनिःष्यन्द्रस्वभाववाख्विलापादिवञ्च सम- 
यानपेक्षते5पि चित्तवृत्तिव्यज्ञकत्वादिति नयेनाकृतकतथैत्रावेशत्ररात्समुचितराब्दच्छन्दो - 
वृत्तादिनियन्त्रित छोकरूपतां प्रातः 








l. Cf. Raghuvanmsa, XIV. 70 
तामभ्यगच्छद्रुदितानुसारी कविः कुरोध्मादरणाय यातः | 
निषादविद्धाण्डजदर्शनोत्थः शोकत्वमापद्यत यस्य शोकः ॥ 

It is clear from the context that Kalidisa means this verse to convey the 
compassion of Valmiki, and thua the fact that he will accept the suffering Sita, and 
take her into his dérama, Thus Mallinatha remarks: तिरश्वामपि दुःखं न सेहे, किमुतान्ये- 
afafa भाव: | Bhavabhiti ( Uttarurdmacarsta II. 5) quotes the mà nisida veree from 
the Ramayana, but Le quotes it in the context of the first verse written in Skt., and 
not with regard to the compassion of Valmiki, 

XII 
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मा निषाद प्रतिष्ठां AAT: शाश्वती: समा: | 
यत्क्रोश्चामिथुनादेकमवरत्री: काममोहितम्‌ ॥ इति । 


न तु मुनेः शोक इति मन्तव्यम्‌। एवं हि सति तद्दुःखन सोऽपि दुःखित इति 
कृत्वा रसस्यात्मतेति PAPA भवेत्‌ | न च द:खसंतप्तस्येषा दशति | एवं चवणोचित- 
शोकस्थायिभावात्मककरुणरससमुच्चलनस्वभावत्वात्स एत्र काव्यस्यात्मा सार भूतस्त्रभावोऽपर- 
शाम्दवेलक्षण्यकारकः | 


एतदेत्रोक्तं हृदयदपपेणे ~ ‹ यावत्पूर्णा न चैतेन तात्रन्ने्र वमव्यमुम्‌ ? इति । अगम 
इति च्छान्दसेनाडागमेन | स एवेत्येबकारेणेदमाह-नान्य आत्मेति | तन यदाह भट्टनायकः 


शब्दप्राधान्यमाश्रित्य तत्र शास्त्र पृथम्तिदुः | 

अर्थतत्तेन युक्तं तु बदन्त्याख्यानमेतयोः | 
a OC A ~ ^ भवेत्‌ 

TART व्यापारग्राघान्ये कान्यघीभवेत्‌ || 


इति तदपास्तम्‌ । व्यापारो हि यदि ध्वननात्मा रसनास्वभावस्तनापूर्वमुक्तम्‌ | 
अथाभिपरैत्र व्यापारस्तथाप्यस्याः प्राधान्यं नेत्यावेदितं प्राक्‌ | 


.. 39 व्याचष्ट - विविधति । विविधं तत्तदभिव्यञ्जनीयरसानगुण्येन विचित्र कृत्वा 
वाच्ये वाचके रचनायां च प्रपञ्चेन Ie राब्दाथालंकारगुणयुक्तमिव्यथः | तेन सवत्रापि 
ध्वननसद्भावेऽपि न तथा व्यवहार: | आत्मसद्भांवडपि कचिदेव जीत्रव्यत्रहार इत्युक्तं प्रागव | 
तेनैतन्निरत्रकादाम्‌ , यदुक्तं हृदयदर्पणे-* सत्त्र तर्हि HITTIN: स्यात्‌ ? इति । निहत- 
सहचरीति त्रिमात्र उक्त: | आऋन्दितराब्देनानुभात्रः | जनित इति । चतेणागोचरलेनेति 
रोष : l 
`` agama यदि छोक उद्धतस्तञ्रतीयमानं वस्त काव्यस्यात्मेति कुत 
इत्याशइबाह--शोकी हीति । करुणस्य तच्चवणागोचरात्मन: स्थायिभावः । शोके हि स्थायि- 
भावे ये विभावानभावास्तत्समुचिता चित्तवृत्तिश्रव्यमाणात्मा रस इत्योचित्यात्थायिनों रस- 
तापत्तिरित्यच्यते । प्राक्स्वसंत्रिदितं परत्रानमित च चित्तवृत्तिजातं संस्कारक्रमेण हृदयसंताद- 
मादधानं चतरणायामुपयुञ्यत यतः | ननु प्रतीयमानरूपमात्मा तत्र त्रिभेदं प्रतिपादितं न 
तु रसेकरूपं, अनेन चेतिहासेन रसस्येवात्मभूतत्वमुक्तं भवतीत्याराङ्कया भ्युपगमेनेत्रो त्तरमाह- 
प्रतीयमानस्य चेति | अन्यो भेदो वस्त्वळंकारात्मा | भावग्रहणेन व्यभिचारिणोऽपि चर्व्य- 
माणस्य तात्रन्मात्रातिश्रान्ता्पि स्थायिचर्वणापर्यत्रसानोचितरसप्रतिष्ठामनवाप्यापि प्राणत्वं 
भवतीव्युक्तम्‌ | यथा- 

नखं नखाग्रेण विघट्रयन्ती वित्रतेयन्ती ae विलोलम | 

आमन्द्रमाशिञ्जितनूपुरेण पादेन मन्दं भुत्रमाळिखन्ती ॥ 
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इत्यत्र छन्नायाः | रसभावराब्देन च तदाभासतत्म्रमावपि संगृहीतावेव | अवान्तर- 
वेचित्र्यडपि तदेकरूपत्वात्‌ | प्राधान्यादिंति | रसपर्यवसानादित्यथः। तावन्मात्राविश्रान्ता- 
वपि चान्यशाब्दवेलक्षण्यकारित्रेन वस्त्वलंकारव्वनेरपि जीवितत्वमोचित्यादुक्तमिति भावः || . 


TRANSLATION : 


Thus by the Karikd: pratiyamanam punar anyad eva, etc., he has 
explained the nature of dhvani. Now he shows, under the cover ( vyaja )? 
of an incident from the epic (itihasa), how it is the soul of poetry, 
KAVYASYATMA SA EVA. Although the suggested sense in general is the 
point at issue, only the third (type of the suggested sense known as ) rasa- 
dhvani, should be considered as (the soul of poetry),? because of the force 
of the epic quotation, and because of the force of the meaning of the Vrtti 
passages that immediately precede (and follow). Therefore really speak- 
ing, rasa alone is the soul (of poetry). Vastudhvani and alankaradhvani 
(really ) finally end up in rasa.” And since they too are far more important 


l. Abhinava means that Ananda has so far explained the nature of dAvani ( i.e. 


the suggested sense ) by means of the Karika प्रतीयमानं पुनरन्यदेव वस्त्वस्ति वाणीषु महाकवीनां 
etc. Now he wil! begin to expound how the suggested sense is the actual soul of 
poetry. ii 

2. Vydjena, literally “under the pretext of ”, “under tho guise of ", which 
amounts to “on the authority of ", or * taking tho help of ”. 


3. After rasadhvanilh one must understand £ávyasyátma. 


4. We are not certain that we have understood prakrdntaoritigranthartha. 
04866 ca, on p. ]58 (84-85 B. P.), (References in this section are to the edition by Kuppu- 
swami Sastri ) We take it to mean : '* because of the force of the Vrtti both preced: 
ing and following". This must be a reference to iti sthitam ( p. 84 B. P.) which 
speaks of this kind of pratigamanartha (i. e. rasddi ) as different from the vdcya, The 
immediately following passage, ४४०४१०, etc., and in particular the words on p. 66, 
(p. 90 B. P.) रसभावमुखेनवोपलक्षणं प्राधान्यात्‌ again speak of the third kind of pratiya- 
tiánártha (namely rasadhvani ). 

5. This is an important point that Abhinava comes back to again and again. 
He claims that Ananda uses vustudAvani and alaxkdradhvani only to show the differs 
ence between the abhidharydápára and the eyanjauáavyapára, He does not intend these aa 
examples of true poetry, for that title is reserved for rasa alone. Earlier ( pp. 50—5 8. P.) 
he had noted that one can often find vastu and alazkára as svaiabdavicya (i.e. as no 
longer cases of dhvuni ). What we think he means is that both of these are capable of 
paraphrase without any resulting decrease in the aesthetic experience ( which is 
already slight in any case) But rasadhvan:i can never be paraphrased without 
destroying tbe poetry in it. In this Abhinava ia iu ay roement with the “New Criticism’, 
Thus in a famous essay on Yeats’ great poem “ Sailing to Byzantium”, Elder Olson 
said : ““ Although the argument as we have stated it clearly underlies the poem ( note: 
he has just finished explaining the “ argument" i. e. the vacyaártha of Yeats’ poem ), it 
would be erroneous to suppose that thia in itself constitutes the poem, for in that case 
there would be no ditference between our paraphrase and the poem itself”. He then 


( Continued on next page 
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( utkrsta ) (or charming ) than the literal meaning, it was said (in Karika | ) 
in a general way that dhvani is the soul of poetry. 

SOKA. That sorrow, the permanent emotion ( belonging to karunarasa) 
which arose because of the destruction of the coupling ( dvandva ),! i. e. 
because of the destruction of the intimate physical contact ( sahacar ya ) of the 
Kraurica birds, owing to the killing of the female—? this sorrow is different 
from the sthayibhava rati (love) that is appropriate to vipralambhasrngara, 
because in it there is no hope of reunion (nirapeksabhaya). The sorrow 
has become capable of being aesthetically enjoyed (asvádyamanata ) through 
the following stages: first come the vibhavas ( both Glambana and uddipana ), 
and the anubhavas ( i. e. the wailing of the male bird etc.) that arise from 
them? (i.e.the vibhavas). By feeling these deeply ( carvana), the heart 
( of the sage Vàlmiki ) sympathises ( with the plight of the male bird), and 
( finally ) he identifies ( with the situation ). ( Once it is aesthetically enjoyable), 
it becomes karunarasa, where the sorrow ( felt ) is different from the ordinary 
sorrow we feel in everyday life. Its essence became capable of being enjoyed 
once the mind (of the sensitive sage) had melted? (to the point of total 


— >>> 
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goes on to say, later in the same essay : “If the basic terms of a lyric poem do not 
receive their meanings from the chance associations of the reader, neither do they have 
their dictionary meanings ; like terms in most discourse, they take their siynificance 
from their context, through juxta- position to other terma with which they are equated, 
contrasted, correlated or combined, " ( From “Five Approaches to Literary Criticism" 
edited by W. Scott, N. Y. )9062 ). 

l. Abbinava takes drandva not to mean “ pair” but to mean actual “ sexual 
intercourse” ( eéhzcarya ), n moaning the dictionaries do not seum to sanction. 

2, For tbe significance of the change that both Abhinava and Ananda make 
in the legend by having the fomale bird killed rather than the male, see J. Masson: 
“Who Killed Cock Kraunca; Abbinavagupta's Reflections on the Origin of Aesthetic 
Experience ", Journal of the Oriental Institute, Baroda, Vol. KVIII, No. 3, I9069. 

3. This iss fundamental distinction that goes back to the NS Vl, under 
verse 50 ( p. 309, ७. 0. ४. Vol. I): 

. करुणस्तु दापङ्ेशविनिपतितेष्टजनविभवनारावधबन्धसम्नुत्वा निरपेक्ष भावः | ओत्सुक्यचिन्तासमुत्य: 
स्ापेक्षभावां विप्रलम्भकृतः | एवमन्यः करुणोऽन्यश्च विप्रलम्भः इति | 

The point is that in vipralambha there is some hope of being reunited. But in 
karuna there is none. This makes it much closer to “tragedy " than has generally 
been acknowledged. Thus io spenking of the Ramayana, Abbinava will point out in 
his Locana to the fourth Uddyota ( p. 580) that Rima and Sita are “ permanently ” 
separated, thus showing that the final verses of the epic which speak of their re. 
union in heaven, have no impact on the reader in avy aesthetic sense. 

4. We take tadutthákranda to refer to both the cryivga of the malo and the 
female. It will also include ber (or his, as described in the Admdyara ) writhing on 
tbe ground in pain, one of the anubhávae, 

6. Druts refers to the “melting” of the mind, i. e. to a state when the 
mind is exceedingly receptive, Thero is a very fino verse in Madhusüdannasarasvati's 

( Continued on next page 


ABHINAVA’S PHILOSOPHY OF AESTHETIOS 83 


receptivity). (And this aesthetic experience) became transformed into a 
verse ( sloka ) regulated by (niyantrita) proper! (words) and metre, etc., 
because of the unartificiality ( akrtakatà ) ( of the experience) and the com- 
plete possession (of Valmiki). The emotional upheaval in the mind of the 
sage was like the overflowing of a jug filled to the brim with water, or like 
the cry of sorrow which is of the nature of the effusion of the mental mood 
(of grief ). The words that the sage uttered (on that occasion) are 
suggestive of the state of his mind according to the maxim that exclamations 
( of joy, sorrow, etc. ) are suggestive of ( the relevant ) natural moods, even 
in the absence of a fixed convention ( between them and mental moods, 
unlike what is the case for words and their literal meanings ).* 


“Oh hunter, may you never, for eternal years, attain to stability 
(pratistha ) (in this world ) since you killed, from a pair of Kraujfica birds, 
the male ( when) he was engrossed in love( - making ). "? 

But it should not be supposed that Vàlmiki was (actually experiencing) 
sorrow ( in the ordinary sense ). For if he were, ( that is, ) if he were pained 
on account of the bird's pain, then the point of the Karika, that rasa is the 
soul of poetry, would be without any basis in the present stanza.‘ Nor is 


——— 





Continued from precious page ) 
Sribhaguvadbhaktirasdyanam, p. l4 (verse 4), explaining the stato of receptivity 
that the mind adopts during an nesthetic experience : 

चित्तद्रव्य हि जतुवत्स्वभावात्कांठनात्मक्रम्‌ | 

तापक्रेरविपयैर्योगे द्रवत्वं प्रतिपच्चते ॥ 
“The substance of which tho the mind is made is like red sealing wax. By nature 
it is hard. But when it comes in contact with the emotional states (during an 
aesthetic experience) which act as heating agonts, it becomes soft to the point of 
flowing". He takes this fine analogy a step further, and says that the mind is im- 
pressed witb the emotions it contomplutes. Firat the mind becomes soft and pliable, 
and then comes the hard substance like the drama or the play when the mind 
receives its impression, the way sealing wax is impressed with a seal-ring. 

]. In K. Sastri’ edition we must understand sabda after samucita, 

2. The point is that there is no fixed couvention with regard to the mean- 
ings of exclamations that we utter spontaneously. Thus, a sbriek can be due to 
either grief or joy, in the same way that tears can, Nonetheless these signs of joy 
or grief are “suggestive”. This is of course not true in the case of words and 
their literal meanings, whore there is a fixed convention, 

3. Ramdyana, I. 2. l5. 

4. Asthe Kaumudi says on p. I6U: $okamátrasya vasatvásambhavád, « If 
this verse simply illustrated sorrow there would be no possibility of rasa”, 
Abbinnva’s poiut is that karanarasa arose in the sage, and not the primary emotion of 
sorrow, He has, therefore, interpreted the whole point of this example to be that 
the situation described in the Avmaáyana is one of rasapratiti on the part of Valmiki. 
For this to be the case, we must say tbat he was the audience, as it were, of his 
own verse! So, Abbinava envisages the situation something like this: Valmiki sees 


( Continued on next page 
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it possible for somebody burdened with grief ! to utter a verse (at the very 
moment of his sorrow ). 


Continued from previous page ) 

the killing of the bird. He is deeply moved to the point of uttering a poem about it. 
But of course as long as he is simply in sorrow, that is, feeling one of the primary 
emotions that belong to real-life situations, he does not have the necessary “ artistic 
distance?" which would enable him to engage in poetic creation. So, at some magic 
poiut he stops feeling sorrow (if in fact Abhinava ever felt that be did), and it is as 
if be were witnessing a drama in a play-house, It is at this stage of some distance that 
he speaks bis poom, Each time he contemplates what he uttered, be is the sahrdaya, 
the rasika, the spectator (which would explain why he says kim idam rydhrtam 
maya at Ram. I. 2, I6). i. e. he is again in an alaukika state of aesthetic enjoyment, 
The $oka that he formerly felt has been transformed into art, While this is a pro- 
found interpretation of the famous incident, it should bo carefully noted that this could 
hardly have been what the author of the episode in the Ramayana had in mind. [For 
the word oka occurs again and again in the account: I. 2. 6 : sokártena...... mayá ; 
I. 9. 8 : $okártasya...... me; I. 2. 29: f$ocann eva punah kraudcim; I. 2. 30 : punah... 
áokaparáyanah. In I. 2. I3 we read: kárunyam samapadyata. and in I. 2. l4: karuna- 
veditval. | Perhapa for the first time in any critical tradition, Abhinava hae articulated 
the distinction between the '' primary world” of actual events, and the ‘ secondary 
world” of literature, These terms have been used by J. R, R. Tolkieu in his essay 
* On Fairy-Stories ”, published in “Tree & Leaf”, Unwin Books, London, ]96t. See 
also ‘‘ Secondary Worlds” by W. H. Auden, Faber & Faber, London, ]968. The world 
of the Ramayana belongs to what Tolkien calls Faérie, “the perilous realm, and the 
air that blows in that country ". Mortal men only exist there when they are enchanted. 
In modern times, perhaps only Tolkien himself, in“ ‘fhe Lord of the Rings” has 
managed to create an entire "secondary" world. It is the greatnoss of Sanskrit 
literature that such autonomous worlds have been built — Krsna's world in the Bhaga- 
vatapur&ra, and the dream world of the Yogavasistha, The sustained effort of imagina- 
tive creation evidenced in the lattor work is to our mind unparalleled in any other 
literature. 


l. Another point is that thera can be no dukkha in rasa, which is a synonym 
for ánaada, “ bliss", as Abhinava points out again and again. See De, H. S. P. Vol, II 
p. 32, and note the passage he quotes from the Abhinavabharati : 
सामाजिकानां हर्पेकफलं नास्थं न शोकादिफलम्‌ | 


* For the spectators, the whole point of the drama is to produce pleasure, not 
sorrow, etc. " It is almost certain that Visvanaitha’s remurks in the third pariccheda 
of the Sdhityadarpana were inspired by Abbinavagupts. There he says: (p. 53, 


Vidyaságara's ed.) ननु तर्हि करुणादीनां रसानां दुःखमयत्वाद्रसत्वं न स्यात्‌ ( precisely the 
objection that Abhinava records. ) 

करुणादावपि रसे जायते यत्परं सुखम्‌ । 

सत्रेतसामनुभवः प्रमाणं तत्र केवलम्‌ ॥ 

He then goes on to show that what in the world isa source of unhappiness is 
transformed in the drama into happiness, for the vibhávas are alaukika (an idea 
taken from Abhinava ) : 

अलौकिकविभावत्बं प्राप्तेभ्यः काव्यसंश्रयात्‌ | 
सुखं सञ्जायते तेभ्यः सर्वेभ्योऽपीति का क्षातिः ॥ 


( Continued on neat page 
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Thus then, because the nature of the present stanza is the complete 
overflow (Samucchalana)' of karwnarasa the essence of which is the 
sthayibhava sorrow, which is appropriate for aesthetic enjoyment, rasa alone 
is the soul of poetry, its very essence, which produces a charm far beyond 
the reach of other word-functions? (i. e.”"abhidha and laksana). This is 
confirmed by ( Bhattanayaka ) in his H rdayadarpana : : 

“The poet does not regurgitate rasa until he is completely filled 
with it.” , 

( In the stanza quoted from the Ramayana) agamah* (is used in the 
sense of an augmentless Aorist ) retaining the augment as a Vedic peculiarity 





Qontinued from previous page ) | 
In the J’rttt to this Soka be gives bis famous comparison of love-bites, which 
only produce, in their pain, pleasure : 


तभ्यश्च सुरते दन्ताधातादिभ्य इव सुखमेव जायते | 
But it must be pointed out that once again the source of tbis idea is Abhinava- 
gupta. Thus in the 4 bhinavabhdrati, p. 285 ( Vol. I, G. O. S. ) we read : तथा होकघन- 


शोकसंविचचर्वणेऽपि, लोके स्त्रीलोकस्य हृदयविश्रान्तिरन्तरायश्ुन्यविश्रान्तिदारीरत्वात्‌ which refers to 
precisely this, Cf. the Pratóparudriya ( Madras, 2ud Ed., I93I), comm. p. 209; 


संभोगसमये स्त्रीणामधरदंशनादो कृत्रिमदुःखानु भवसीत्कारवदत्राप्युपपत्तिः See further the Rasa- 
qangdadhara, p. 30-3] (KM, )939 ed. ) and Raghavan, ‘‘ Number of Rasas” p. 55, 
Ist ed. ( p. ]83, 2nd ed. ). 

Ejà da$à refers to the act of creation, Aaumudt p. ]60: $lokaracanárüpe 
'tyarthah. The point is that in pain we cannot create. Creation takes place later, when 
the experience has been nsaimilated and is then contemplated. This is another of 
Abhinava's seminal ideas taken over by the later tradition. 

l. Reading samucchalana. On p. ([00) ( 86 #. P. ), top of the page, the term 
bas been used of water overflowing froma jug. Actually though this is an error, for 
it is not the karunarasa that overflows, but the original emotion. The word rasa is 
used loosely here to stand for both the final aesthetic result, rasa proper, and to mean 
“ emotion " in general. 

2. On p. 28 (p. I0, B. P.), Abhinava baa used this same expression. B. ed, 
reads‘ * &ábda " which is a better reading. This is also the earlier reading that we have 
accepted in our translation of the Locana.* Vailaksanya here means ** charm", from the 
notion of its being something completely different. Sábda standa for §abdavyapdra, 

3. Is this famous line from Bhattanayaka meant to show that the poet must be 
full of emotion, using rasa in the wider sense, before he can write? In other words, 
is Bhattanayaka saying that first one must be overwhelmed by an experience? Oris 
. he using rasa in the technical sense to mean that first the poet himself actually has an 
aesthetic experience, and then records it, ०० that others may share it? Sanakrit poetic 
theory is not really clear on precisely what the experience of the poet is in relation to 
that of the reader, Abbinava seems, in his more rigorous momente (** nátye eva rasáh 
na tu loke”), to restrict the aesthetic experience to the reader,in which case the post 
would be excluded. Bhattatauta, (see Locana, p. 92 /j. P.) however, says tbat this ex: 
perience ( anubhaoa ) is the same as that undergone by the reader, the poet and the 
ndyaka / Note the Rasapradipa ( quoting DR. IV. 42, p. 23: काव्याथंभावनास्वादो नर्तके5पि 
न वायंते | 

4, On this form, see Renou's “ Grammaire Sanskrite ", p. 44 and 439. 
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(chandasena). SA EVA. The use of the word “alone” (eva) shows (that 
it alone is) the Atman, not anything else. Therefore, what Bhattanayaka 
has said, namely : 


* Because of the overriding importance of the words used, people 
class the sasira! apart (from poetry and stories). They give the name 
akhyana (historical talc) to compositions in which the sense conveyed by 
words is possessed of paramount importance. When both ( word and meaning) 
are subordinated, and (all) importance is given to the manner ( vyapara ), 
then it is called '* poetry ",? ” 
is refuted. For if by “ manner " he means that (function) whose essence 
consists in suggestiveness ( dhvanana ) and which is of the nature of aesthetic 
enjoyment ( rasana ), he will have said nothing new. If, on the other hand, 
he means by “ manner ” abhidhà, we have already shown earlier? how it can- 
not be of major importance in poetry. 


+. 
= _ =. 


He now explains the verse: VIVIDIIA. That which is (made) beautiful 
because of the high degree of excellence? in respect to the ideas ( vacya ), the 
words, and the structure ( racana ), having been diversified ( vicitram krtva) 
50 as to be favourable to the various rasas to be suggested, i. e. that which 
is endowed with gunas and alankaras, both of words and meanings. There- 


|l. Sástram here means the Veda. Bhattanáyaka's point is that in the Veda 
the “letter” ia all-important. In stories, the meaning is important, and finally, in 
poetry, it ia the manner in which something is told that counts the most. Cf. I. A. 
Richard's famous dictum : “It ia never what a poem says which matters, but what 
it ie”, 

2. It is impossible to know just how indebted to Bhattanayaka Abbinava 
really is. We think, howevur, that the famous comparison of poetry to a loving wife, 
certainly was either taken directly from Bhattanāyaka, or was at least inspired by thia 
very passage. Roth ideas are in fact synthesised by Sridhara in his commentary on 
the, Küryaprakááa and by Vidyádhara's Ækāvali (K.P. Trivedi's edition. Bombay, 
I903), p. )3 : 

r jx | प्रभसंमितमु 
दब्दप्रधानं वदाख्यं प्रमुसंमितमुच्यते | 
इथत्पाठ्यान्यथापाठे प्रत्यवायस्य दर्शनात्‌ || 
इतिहासादिकं शास्त्र मित्रसंमितमु च्यते | 
अस्यार्थवादरूपत्वात कथ्यतेऽर्थप्रथानता N 
“वनिप्रथानं काव्यं तु कान्तासंमितमीरितम्‌ i 
yendi गुणतां नीन्वा व्यज्ञनप्रवणं यतः ॥ 

On this difference between 879070 and kdvya, there is an important passage 
(from the loet Admahavirarana?) of Udbhata in the Xdvyamimdmsd, p. 44: 
अस्तु नाम निस्सीमा अर्थसार्थ:। किंतु द्विरूप carat, वित्रारितसुस्थ:, अविचारितरमणीथश्च । तयोः 
ूर्वमाश्रितान शास्त्राणि, तदुत्तरं काव्यानि, इत्याद्धरा: | Note also the Vyaktiniveka, IL, p. I22 
( T. B. B. ed. ) whore Bhatinniyaka’s idea is modified but generally accepted. j 

3. Pace 63, ( B. P.) Dhvanyalokalocana. 

.4, Prapanca here must be understood in the sense of u/Lar:a, 
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fore, although “ suggestiveness " exists everywhere (even in such examples 
as “ the boy is a lion " ), we don't use the term “poetry” (in all such cases ), 
just as, in spite of the fact that the atman exists (in all things) we only call 
certain things “ living ". We have already explained this.! This thus shows 
that what ( Bhattanayaka ) has said in the Hrdayadarpana: “ In that case the 
word poetry would apply promiscuously everywhere ”? is out of place. The 
expression nihatasahacari* (“the killed female" ) expresses the vibhava. 
The word @krandita ( '*cries" ) expresses the anubhava. JANITA.* One must 
supply: * through attaining to the state of aesthetic enjoyment. " Objection: 
if the verse arose from the aesthetic enjoyment of “ sorrow", how can one 
say that the soul of poetry is that suggested thing ( viz. rasa)? ? (i. e. only 
soka has been mentioned in the stanza, and not rasa). With this doubt in 
mind he says: SOKO HI. Sorrow (Soka) is the sthayibhava of karuna 
which consists in the aesthetic enjoyment of sorrow. Since the state of 
mind appropriate to the vibhavas and anubhavas in relation to the sthayibhava 
$oka, when aesthetically enjoyed, becomes rasa, it is but proper! to say that 


l, Page 59, Locana ( B. P. edition ), 


2. The objection must have been that if one accepts the suggestive function 
( dhvanavyápára ), which Bhattanayaka does not, we will have to admit as examples 
of poetry, cases which merely include suggestion, but no charm. Thus sarvatra 
means, as the K. says on p. [62 : simo vatuh ity ádáv api ८०८७८८४. See p. 57 ( B.P. ed.) 
of the text of the Locana. 


3. Note that K. Sastri, on p. I64 of his Upalocana says that this is a pratika 
that only gives tho first words, but thst it is meant to read : nthatasuhacarimraha- 
katara, i.e. that it stands for the male kraunca! But this is mere sophistry. Had 
Abhioava meant this, he would have said ao. 


4. Note that Abhinava has said on ( p. 79, 80, and 83) of the Locana that 
rasa is not janita, i. e. the function is not janana, “ production ", Thus he is of course 
bothered by the phrase Erauficákrandajanitah Soka evn. He therefore saya here ( p. 89) 
that one must add the phrase: carvanágocaratvena. 


5. The objection is that in the karika only oka is mentioned, not rasa. This 
is perfectly true, for the point of the Kdrikda ia to show the existance of a pratiya- 
manartha i. e. that oka is here suggested, and uot directly stated. However Abhinava 
and Ananda are probably correct to go furthor in their interpretations, for if this is all 
the author of the Adrika meant, it would be a very weak argument; for in the Aàmaà- 
yana itaelf, we are directly told both before and after this verse that Vàlmiki was in 
sorrow ! And of course there can be no doubt that the author of the Xdrtkd knew 
very well that ŝoka is the stháyibháva of karuna, 


6. The sthaytbhdvas, as aoon as they are brought to the state of enjoyment 
(carvand ), become rasa, A rasa is after all only a latent sthayibhtina that haa be- 
come manifest. Thus tho K. says that Soka hore stands for all the other stháyibhávas : 
oka ity upalaksanam ratyddeh, p. 67, 

7. We have translatod aucityat to mean “it is but proper ". But it might 
mean upacára. Thus the K. says: upayogitrantmiltdd upacardd iti ४७०८. This may 
welt be the correct interpretation, for in the 4bhinavahhdrati, p. 285, we read: 
kevalam aucityaád evam ucyate sthayt rasibhutuh. 


XIV 
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the sthayin itself attains the status of rasa. For ( yatah) (the sthayibhava) 
leads to aesthetic enjoyment in the following manner : the collection (वकि) 
of states of mind ( cittaertti) is first experienced earlier in one’s own life;! 
then itis inferred ( from outer symptoms) to be existing in others; then 
by the arousal of the latent impressions ( samskara) it creates a sympathetic 
response ( in the spectator's ) heart? (and then it leads to the identification 
of the spectator with the situation ).° 


Objection : the soul ( of poetry ) has the form of the suggested sense 
(in general) and it has already been shown to have three varieties. It does 
not consist exclusively of rasa. But this episode from the epic seems to 
suggest that only rasa is the soul (of poetry). ( Anandavardhana ) replies to 
this objection by accepting it! PRATIYAM ANASYA CA. “ Other varieties ” 
refers to vastu and alankara. The word bhava (in rasabhavamukhena ) 
shows that one can ( in a loose manner of speaking ) refer to the vyabhica- 
ribhavas as the essence (of poetry), even though when they are aesthetically 
enjoyed they do not come to rest only in themselves ( tavanmatra i. e. svasmin- 
aesthetic enjoyment does not terminate in bhavadhvani),* and even though 
they do not attain the pre-eminent position (pratistha ) of a rasa which 
take place on culmination in the aesthetic enjoyment of the sthayi ( bhava ). 


* Rubbing one toe-nail with the tip of her other toe-nail, turning the 
loose bracelet on lier wrist, and slowly scratching the ground with her foot 
whose anklet makes a deep sound ". 


In this stanza shyness ( has been suggested as the essence of the verse). 
The word rasabhava includes rasabhasa, bhavabhasa and bhavaprasama, for in 
spite of minor difference between, them in essence they are one and the same. 
Pràdhànyàt means because ( vastudhvani and alankaradhvani) terminate in 


oo" 





l. Note again that rasa is the cittavrtti that is induced in the reader. It is 
lutent there all along, asa sthayibhava. 

2. We must insert tanmayibhavana here to complete the series, as the K. does 

3. Here is the K. on this sequence ( p. I65) : 


| व्यवहारदशायां स्वस्मित्रात्मनि संविदितमिदानीं विलापादिकार्यदर्शनात्‌ परस्मिन्ननुमीयते, तदनन्तरं 
संस्कारोद्वोधः , तदनन्तरं निमलतया हृदयस्य संवादः, तदनन्तरं तन्मयीभाव:--इत्येवं स्थायिचित्तवृत्ते- 
श्ववंणोपायत्वात्‌ स्थायिभाव एव रस इत्युपचर्यंत इत्यर्थः | 
* That which was known in one’s own self in day-to-day life is now, from 
the cries etc. ( of the bird ) and other effects, inferred to bo existent elsewhere. After 
- that, one's own latent impressions are awakened; then there isa sympathy of one's 
; heart because it is pure (i. e. free from inbibitiona). After that, one identifies, Thus 
in this manner, becauso the stable mental mood ia the meana to aesthetic enjoyment, 
the stháyibháva itself is called rasa, metaphorically speaking ”. 
Perhaps we should omit yatah, with three MSS (K Sastri’s edition, 
9. 66, fn. l). 
4, Távanmütra ia paraphrased by the K. as svaripamatre, 
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rasa. Even though there is no full aesthetic repose in vastudhvani and alankara- 
dbvani, nevertheless, because they give rise to an extraordinary charm that 
is beyond the rcach of other word-functions ( i. e. abhidha and laksana), by 
extension ( aucitya —upacàra ) we can say that vastudhvani and alankaradhvani 
are the essence ( of poetry ). 


We can thus see that all of Abhinava's efforts focus on one important 
need: to crack the hard shell of the “I” and allow to flow out the higher 
Self which automatically identifies with everyone and everything around. We 
can see this preoccupation in all of his work, and in many of the verses he 
quotes. He takes especial pleasure in a displacement of the “I”, as in 
the Vijnanabhairava passages he is so fond of, where the “I” is dissolved 
by staring long into empty space. Even the verse from the D. AI. for which he 
evinces a particular liking, speaks of lovers reaching “other shores" of 
ecstasy. ! 


With this background we are now ina position to understand the 
importance for Abhinava of Santarasa - how much support he derived from a 
theory which demanded the transcendence of personality, and which ends in 
a feeling of cosmic peace. 


TEN ya gaeng ee III म 


l. D. Al. IV, p. 524-25, 


PART II 


SANTARASA 


Our primary concern in this part of the book is to translate and anno- 
tate the notoriously difficult section of Abhinavagupta's Abhinavabha@rati that 
deals with sa@ntarasa. Thisis the most extensive and the most important 
passage in Sanskrit literature on Santarasa. In order to permit the reader to 
see the background in some perspective, we have also translated all passages 
relating to santarasa prior to Abhinavagupta. We have decided to let the 
passages speak for themselves in our translation, and to utilize the limited 
space available to us for textua! notes. 


The first passage is found in the Natyasastra,' but is most probably a 
later interpolation. 


Natyasastra 0. O. S. ed. vol. I, pp. 332-335 : 
अथ शान्तो नाम शमस्थायिभाबात्मको ATAR: । d तत्त्वज्ञानवेराग्यादाय- 

शुद्धयादिभिर्तिभावेः समुद्यते । तस्य यमनियमाथ्यात्मध्यानधारणोपासनसर्व भूतदयालिङ्ग- 
प्रहणादिभिरन्‌ भावैरमिनयः प्रयोक्तव्यः | व्यमिचारिणश्चास्य निर्वेदस्मृतिधृतिसर्वाश्रमशोच- 
स्तम्भरोमाञ्चादयः | SAA: छोकाश्व भवन्ति- 

मोक्चाव्यात्मसमुत्यस्तच्तज्ञानार्थहेतुसंयुक्तः | 

नेःश्रेयसोपदिष्टः शान्तरसो नाम सम्भत्रति || 

बुद्धीन्द्रि यर्क्मेन्द्रियसंरोधाश्यात्मसंस्थितोपेतः | 

सर्वप्राणिसुखहितः MRA नाम विज्ञेयः || 

न यत्र दुःखं न सुखं न द्वेषो नापि मत्सर: | 

समः सर्वेषु भूतेषु स शान्तः प्रथितो रसः || 

भात्रा विकारा रत्याद्याः शान्तस्तु प्रकृतिमतः | 

विकारः प्रकृतेर्जातः पुनस्तत्रेत्र लीयते || 

खं खं निमित्तमासाय शान्ता द्रावः प्रवर्तते । 

पुनर्निमित्तापाये च शान्त एवोपलीयते | 

एवं नवरसा दृष्टा नाट्यज्ञैलक्षणान्विताः | 








I. NS. VL aftor verse 82, p. 332 of the G. O. S, od, Vol, I. 
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* Now! santa, which has sama for its sthayibhava, and which leads to 
moksa, arises from the vibhavas such as knowledge of the truth,? detachment 
( vairagya ), purity of mind etc. It should be acted out by means of the 
anubhavas, such as yama? and niyama, meditation on the Self, concentration 
of the mind on the Self ( dharana )* devotion ( upasana ), compassion towards 
all creatures, and the wearing of religious paraphernalia ( lingagrahana ).° 
Its vyabhicàribhàvas are disgust with the world ( nirveda ), remembrance, 
firmness of mind, purity in all the four stages of life (asrama), rigidity ( of 
the body ) ( stambha ), horripilation, etc.’ The following Aryas* and Slokas 
exist on this subject : 





l. Itis clear that this passage does not belong to the original NS, For one 
thing, it is found in only one of the many MSS. of the NS. For another, Abbinava does 
not comment on it directly. It is however obvious from what Abbinava says on p. 339, 
G. O. S., Vol. I ( p. ll5, Raghavan's text, 2nd. edition ) namely : तथा च चिरन्तनपुस्तकेषु 
^ स्थायिभावान्‌ रसत्वमुपनेष्यामः ” ( which is actually found on p. 299 of the G.O. S., Vol. I) 
इत्यनन्तरं शान्तो नाम शमस्थायिभावात्मक इत्यादि दान्तलक्षणं Teg, that he read some definition, 
of which the first few words correspond to what we have printed He read this oot at 
the end of thedefinition of the various rnsas, but at the beginning. He might well 
have been aware of the fact that this was an interpolation, for he says: “in ( some ) 
old manuscripta ". Qn the other hand, he was eager to attempt to show that Bharata 
in fact sanctioned &intarasa, even though he may not have said this in so many 
words. This comes out even in the adjective he applies to pustaka, cirantana, thereby 
attempting to give them some prestige aud worth in the eyes of his readers. 

2. If further proof is needed that Abhinava did not have this very same text 
before him, note that :tatvajüána is given here as one of the vibhdvas of $ánta, 
whereas for Abhinava it is exclusively the sthayibhdva of ŚR. 

3. Yama means the five “abstentions” given in the YS. II, 30 as ahkimea, 
satya, asteya, brahmacarya and aparigraha. 

4. Niyama refers to the “observances” given in YS, II, 32 as: sauca, 
santosa, tapas, svddhydya and ifvarapranidhana. 

6. Dhdrana refers to keeping the mind collected, csttasya ekdgratd ( See YS. 
Il, 63 ). 

6. Liágagrahana refers to taking on the outer garments of an ascetic, as 
well as all the other paraphernalia of a religious mendicant, 

Surely thcse refer to the eight elementa of Yoga. Cf. Yogaeutra, II. 29: 

यमनियमासनप्राणायामप्रयाहारधारणाध्यानसमाधयोऽष्टावङ्गानि | 


7. Notethat all these vyabhicaribhdvas are given by Bharata and apply to 
various other raaas. In fact, even :(attvajnána itself is given as one of the vibhàvas of 
nirveda ( VII, 28)! For Bharata, the vyabhicarsbhdoas can become sthaáyibhávas and 
vice-versa, Nirveda is mentioned as an anubhare of $rzgára and of karuna. At VII, 
56, dhrts is suid to arise from vijidna! At VII, )08, thinking about the déstras is 
given as a vibháca of mati, Devuprastida is a vibkdva of harga. Dhrti, mati, amrts 
and romáfica are vyalhicáribhávas of vira. Stambhais given as a vyabhicáribháva of 
udbhuta ( p. 386) and of bhayanaka, The present passage is thus merely a pastiche 
from these various sources. 


B. There is something wrong with this introduction : there are only two Aryde 
here, and thus the dual ( drye ) should Lave been given, 
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' * a 
“ San‘arasa has been taught as a means to the highest happiness 
(naihgreyasa). It arises from a desire to secure the liberation of the Self 
and leads to knowledge of the Truth.” 


" Santarasa should be known as that which brings happiness and 
welfare to all beings and which is accompanied by the stabilization (samsthita) 
in the Self ? that results from the curbing of the organs of perception and 
the organs of physical activity. ”3 

८ Santarasa* is that state wherein one feels the same towards all 
creatures, wherein there is no pain, no happiness, no hatred and no envy. ” 

* Santa is one's natural state of mind ( prakrti). Other emotions 
such as love, etc., are deformations ( of that original state). The deforma- 
tions arise out of this natural state of the mind and in the end again merge 
back into it.” 

“The emotions arise out of Santa depending on their particular 
respective causes. And when the specific causes cease to function, they all 
merge back into santa. "3 

* Those who know dramaturgy see nine rasas along with their chara- 
cteristics in this manner. " 

RUDRATA’S Kavyalankara XV, 5-6° 
सम्यग्ज्ञानप्रकृति: ara विगतेच्छनारको भवति | 
सम्यग्ज्ञानं विषये तमसो रागस्य चापगमात्‌ ॥ 
जन्मजरामरणादित्रासा वेरस्यत्रासना विषये | 


सुखदुःखयोरनिच्छाद्वेषातरिति तत्र जायन्ते ॥ 


Ee ECCE — 5८ — — . 





l. Tattvajnánárthaletusamyuktah is very clumsy, since artha and hetu mean 
exactly the aame thing. 

Moksadhyatmasamutthah is equally clumsy. We thick moksádhyatma should 
be understood as standing for adhydtmamoksa, i.e. “liberation of the Self”, 
Adhyàtma would mean : át:*nanam adhikriva, “with reference to the Self. 

This stanza is quoted, anonymously, by Abhinava in the Abhinavabharati, 
p. 340 ( p. ll56, Raghavan's, text 2nd ed. ). He introduces it asa Sasgrahakaáriká, thus 
making it clear that it is not hy Bharata, 

2. We take adhydüátma here to be used in the sense of the locativo dtmant. 

3. Buddhindriya means the same as jfiánendriya, the eyes, the ears, the nose, 
the skin and the tongue, Karmendriya means the organs of physical activity, euch as 
hands, feet, speech, etc. | 

4. Cf. Daíarüpávaloka, under IV. 45, p. ]55. 

6. Abhinava quotes this verse ( soam avam, etc. ) in tho A. Bh., p. 340. He also 
quotes it in the Locana, p. 39॥, with the remark : अन्ये तु... ...... इति भरतवाक्यं दृष्टवन्तः | 
thereby ascribing it to Bharata. i 

6. Rudrata's Karydlankara, Adhyáya, |, ॥5-0, p. 3066 of the Kavyamálá 
edition by Durgaprasad and Pansikar, with Namisadhu's commentary, 3rd edition, 
N. 8. P., 928, 
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“ Santa (rasa) has for its cause (i. 2. 35 its sthayibhava) right 
knowledge, and its hero is one whose passions are completely gone. 
Right knowledge arises from the disappearance of ignorance and of attach- 
ment to pleasure. Fear of birth, old age, death, etc., an attitude of disgust 
towards objects of enjoyment, and indifference to pleasure and pain arise 
(as its anubhavas ) ."! 


Dhvanyaloka pp. 388-394: 
एवमेकाधिकरण्यविरोधिन: प्रबन्धस्थेन स्थायिना रसेनाड्रभावगमने AAA यथा 
तथा तद्दरितम्‌ । द्वितीयस्य तु तग्रतिपादयितुमच्यत-- 
एकाश्रयत्वे AAN नेरन्तर्ये विरोधत्रान्‌ | 
रसान्तरव्यवधिना रसो व्यङ्गयः STD ॥ २६॥ 
यः पुनरेकाधिकरणले निविरोधो seat तु विरोधी स रसान्तरव्यत्रधानेन प्रबन्धे 
निवेहायितब्यः | यथा magga नागानन्दे निवेशितो | 
शान्तश्च तुष्णाक्षयसुखस्य यः परिपोषस्तक्कक्षणो रसः प्रतीयत एव | तथा चोक्तम्‌ 
य॒च्च कामसुखं लोके यञ्च दिव्यं महत्सुखम्‌ | 
तृष्णाक्षयसुखस्येते नाहतः पोडशी कलाम्‌ || 
यदि नाम सर्वजनानुभवगोचरता तस्य नास्ति नेतातरतासात्रहोकसामान्यमहानु भातर- 
चित्तवृत्तिविशेष: AAA दायः | न च वीरे तस्यान्तर्भावः कतु युक्तः । तस्याभिमान- 
मयत्वेन व्यवस्थापनात्‌ | अस्व चाहंकारभ्रशामेकरूपतया स्तरते; । तयो श्चैेवित्रविहाषसङ्भावेऽपि 
यद्यैक्यं परिकल्प्यते तद्वीररोद्रयोरपि तथा प्रसङ्गः । दयावीरादीनां च चित्तवृत्तित्रिशेषाणां 
सर्वाकारमहंकाररहितचेन झान्तरसप्रभेदलं, इतरथा तु वीरप्रभेदत्वमिति व्यत्रस्थाप्यमाने न 
कश्चिद्विरोधः | तदेतरमस्ति शान्तो रसः | 


TRANSLATION OF Dhivanyaloka TI. 26: 

So now it has been shown how one can avoid the opposition of a rasa 
that is opposed to the pervading rasa of the work because of their being in 
a single character, by assigning to it a subsidiary position. Now the follow- 
ing is said to show that one can avoid opposition in the case of the second 
variety as well: 











I. Here is Namisachu’s commentary : sugamam ua varam ( which should be 
read navaram, from Sanskrit na param — so this phrase will mean : “ The stanza is 
( generally ) easy to understand, but (the following explanations are necessary)’: 

सम्यग्जञान EANTA: | विभावस्तु शब्दादि विधयस्वरूपम्‌ | अनुभावो जन्मादित्रासादयः | 
“कश्चिच्छान्तस्य रसत्वं नेष्टम्‌ । तदयुक्तम्‌ । भावादिक्रारणानां अत्रापि विदयमानत्वात्‌ | 
This last sentence only begs the question of course, 


ABIIINAVA’S PHILOSOPHY OF AESTHETIOS 95 


Even when there is no opposition between two rasas, though 
they are found in one character, there might still be opposition 
because of (the opposing rasa) occurring jimmediately after (the 
major ræsa). (In such a case) the intelligent (poet) will introduce” 
a(third) vasa that will intervene (between the two opposed 
rasas ). (26). 

The rasa that is not opposed (to the principal rasa), though occur- 
ring in the same character, but is opposed because of its immediate occur- 
rence ( after it), should be introduced into the work only after the interven- 
tion of a third rasa. As, for instance, santa and sengara have been introduced 
into the Nagananda* (with the intervention of adbhuta ). Santa, which is 
characterised by the full development of the happiness that comes from the 
destruction of desires,’ is indeed apprehended (as one of the rasas by sensi- 
tive readers). And so it has been said : 


I. Insert rasaeya after atkidhikaranyavirodhinah. 

2. The KM edition records nyasyah as an alternative to eyarigyah. 

3. By ehasrayatre nirdoso, we think that the author of the Karikás meant to 
convey the fact that two opposing rusas may reside in one person if a long time 
elapses, I.e. & man can be a kamen in one part of a poem and eventually become a 
virdgin in another, Bhartrhari’s satukatrayam ? 

4. The idea in citing the Ndgdnunda is that two opposing rasas, namely 
§rigdara and $ünta, are interrupted by a third rasa, adbhuta, that is not opposed 
to either of them. Abhinava has a long passage where he gives quotations from the 
drama exemplifying all the three rasas. The only noteworthy expression there is 
kramapraserasamlhdérandhkinpraya, which meana the orderly progression of the rasas. 
First comes {antarasa, right at the very beginuing of the drama ( in fact in the Praaéa- 
vaná ), when Jimiitavabana goes off to the forest. Then the athdyibhdva of adbhuta, 
namely vismaya ( over the beautiful singing ), is introduced, and this forms the tran. 
sitional phase to $ragára. But note that this is a weak argument, for adbhuta 
hardly forms an important element in this drama. 'It is there, formally, only because 
of the one phrase : aho gitam, aho váditram, which Jimitavihana says when he first 
hears Malayavati singing and playing on the lute. Moreover, all of these three rasas 
occur in the first act. The rest of the drama is exclusively concerned with the hero’s 
efforts to give up his life for the sake of another. 


5. This definition of $ünta is needlessly pde d SR A single long com- 
pound would hare been more clear :7णाक्षयसुखया सपाषट्क्षण, ज्ञान्त: | 


6. Ananda is seriously concerned with showing that $intarasa does exist 
( pratiyata eva and asti Sinto rasak ). It is, therofore, likely that this was a controver. 
ajal point in the ninth century (indeed it has remained controversial until the present 
day ) Since the Xdrikés mention all of the eight rasas by name, at some point or 
another, there is absolutely no reason why they should not have mentioned &inta, had 
$anta been known to their author. The fact that Santa is never mentioned in a single 
Karka leads us to believe that their author was uns ware of its existence (at least of 
its forma) existence as a rasa, though there is no reason why he should not have known 
about $iinta as an attitude), and most probably, therefore, lived before the time of 
Udbhata, the first author to mention §inta as a rasan, 


XV 
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** The pleasures of love, as well as the great pleasures of heaven, do 
not equal even the sixteenth part of the happiness that succeeds the des- 
truction of desire. "'! 


t Even should it be claimed that this is not within the range of experience 
of all men, still it is not possible simply on this account’ to reject what is 
the special state of mind of great men who are not like ordinary people. Nor 
is it correct to include santa within virarasa, because vira depends on egoism, 
whereas Santa consists exclusively in the destruction of any feeling of self.? 
If, in spite of this distinction, one should still claim that Santa and vira are 
one and the same, then the same absurd reasoning would apply to vira and 
raudra. In the case of the states of mind in vira which depend on compassion, 
etc., when there is a total absence of egoism, they can be considered as varieties 
of Santarasa. If, however, egoism remains, then they should be considered 
varieties of vira. If we understand things in this way, there will be no 
contradiction. And therefore there is $antarasa. There is nothing wrong 
with including, in a work dealing with Santarasa, a rasa (intrinsically ) 
opposed to Santa, as long as a third and neutral ( aviruddha ) rasa intervenes. 


Locana pp. 390-394 : 


नन नास्त्येव शान्तो रसः, तस्य त॒ स्थाय्येव नोपदिष्टो मुनिनेत्साशङ्कचाह-श्ञान्त- 
श्वति | तृष्णानां विषयाभिलाषाणां यः क्षयः सर्वतो निवृत्तिरूपो निर्वेदः तदेव सुखं तस्य 
स्थायिभूतस्य यः परिपोषो रस्यमानताकृतस्तदेत्र लक्षणं यस्य स झान्तो रसः| प्रतीयत 
raf | स्वानुभवेनापि निवृत्तभोजनायदो्रविभ्रयेच्छाप्रसरत्वकाले सम्भाव्यत एव | 


अन्ये त॒ सत्रचित्तवृत्तिप्रहाम एत्रास्य स्थायीति मन्यन्ते | तृष्णाऽसद्भात्रस्य प्रसञ्य- 
प्रतिष्धरूपले चेतोवृत्तित्वाभावेन भात्रत्वायोगात्‌ | पयुदासे लस्मत्पक्ष एवायम्‌ | 


अन्ये I— 
खं खं निमित्तमासाद शान्ताद्वावः प्रत्रतते | 
पुनर्निमित्तापाये तु शान्त एव प्रलीयते || 


इति भरतत्राक्यं दृष्टन्तः सर्वरससामान्यख भावं झान्तमाचक्षाणा अनुपजातविदाषान्तर- 
चित्तवृत्तिरूपं शान्तस्य स्थायिभावे मन्यन्ते । एतञ्च नातीत्रास्मःपक्षाद्दूरम्‌ | प्रागभाव- 
प्रध्वंस भात्रकृतस्त ASIN: | TAH WIG एव तृष्णानाम्‌ | यथाक्तम्‌-~ तीतरागजन्मा-' 
दानात्‌? इति | प्रतीयत एवति । मुनिनाण्यङ्गीक्रियत एव ' कचिच्छमः? इत्यादि वदता | 


|. Mahābhārata, XIII, 474, 46. The verse has become ( because of Ananda’s 
auotation ? ) a aubhdsita, quoted even in elementary primers of Sanskrit in India. | 

2. . etévata— simply because of that”. 

3. Tasya and asya refer to virarasa aud finterasa respectively. 
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न च तंदीया पंयन्तावस्था वर्णनीया येन सर्वचेष्टोपरमादनुभावाभावेनाप्रतीयमानता स्यात्‌.। 
शङ्गारादेरपि फलळभूमातत्रणनीयतेतर, qaqa त॒ `तस्य प्रशान्तवाहिता संरकारात्‌ | 
तच्छिद्रेषु प्रत्ययान्तराणि संस्कारेम्यः? इति सूत्रद्वयनीत्या चित्राकारा यमनियमादिचेष्टा 
राज्यघरोद्ृहनादिलश्चणा वा रान्तस्यापि जनकादरटतरेत्यन्ुभावसद्भात्रायमनियमादिमध्य- 
संभाव्यमान भूयोव्यमिचारिसद्भावाचच प्रतीयत एव | _ 


— ननु न प्रतीयते नास्य विभावाः सन्तीति चेत्‌-न; प्रतीयत एबं ताबदसौ। तस्य 
च भविंतव्यमत्र प्राक्तनकुशळपरिपाकपरमेश्वरानुग्रहाध्यात्मरहस्यशाख्नतीतरागपरिशीलनादिमि- 
विभात्रैरितीयतेत्र विभावानुभावव्यभिचारिसद्भाव: स्थायी च afta: | ननु तत्र हृदयसंचादा- 
भात्राद्रस्यमानतेत्र नोपपन्ना | क एवमाह नास्तीति, यतः प्रतीयत एवेत्युक्तम | e 


ननु प्रतीयते सस्य छाघास्पदं न भवति । तर्हि बीतरागाणां wget न area 
इति सोऽपि रसत्वाच्च्यवतामिति तदाह-यादि नामेति। ननु धर्मप्रधानो5सो वीर cafa 
संभावयमान आह-न चति | तस्येति तीरस्य । अभिमानमयत्वनति । उत्साहो ह्यहमेत्रंविधर 
इत्येबंप्राण इत्यर्थः cer चेति रान्तस्य । तयोश्चेति । ईहामयत्वनिरीहत्वाभ्यामत्यन्त- 
विरुद्भयोरपीति चशाब्दा्थ: | वीररोद्रयोरत्वत्यन्तविरोधोऽपि नास्ति | समानं रूपं च धर्मोर्थ- 
कामाजनोपयोगित्रम्‌ | 


नन्वत्र दयात्रीरो THAT दानवीरो वा | नासो काश्चित्‌ , शान्त स्येतरेदं नामान्तरकरणम्‌ | 

तथा हि मुनिः 

दानवीरं TANG युद्धवीरं तथेव च | 

रसं वीरमपि प्राह ब्रह्मा त्रितरिध संमितम्‌ ॥ 
इत्यागमपुरःसरं त्रेविध्यमेवाभ्यघात्‌ | तदाह-दयात्ीरादीनां चेलादिग्रहणेन | विषयजुगुप्सा- 
ख्पत्वादबीभत्सेडन्तर्भाव: शाङ्कत्रते । सा लस्य व्यभिचारिणी भवति न तु स्थायितामेति, 
परयन्तनित्राहे तस्या मूळत एव विच्छेदात | आधिकारिकलेन तु शान्तो रसो न निबद्धब्य 
इति चन्द्रिकाकारः | तच्चेहारमाभिन पयालोचितं, प्रसङ्गान्तरात्‌ | मोक्षफल्लेन चायं परम- 
पुरुषार्थनिष्टत्वात्सवरसेभ्यः प्रवानतम: | A चायमरमदृपाव्यायमद्रतोतेन काव्यकोतुके 
अस्माभिश्च तद्वित्रणे बहुतरकृतनिणयपूत्रपक्षसिद्धान्त zen) बहुना || 


TRANSLATION OF THE Locana ON Dhvanyaloka Im, 26. : 


| Objection? : “There is no Santarasa at all, for Bharata has not 
taught its sthayibhava In order to answer this objection, ( Ánanda- 





l. Note what Kane has to say on the date of the Avaloka : “ The dagaripa 
and its commentary Avaloka were probably composed before Abhinavagupta wrote the 
.Abhinavabhürati. Theearliost datable work of Abhinavagupta isthe Kramastotra com- 
posed in 990 A. D. It has been shown above that the Da:;arüpa was composed between 


( Continued ou nezt page 
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vardhana ) has said : “ And santa, etc.” The complete extinction of desires, 
that is, love for sense-objects, in the form of the withdrawal ( of the mind ) 
( from every object of the sense), (also called) detachment,’ that alone is 
happiness. The development of this, which arises from the aesthetic enjoy- 
ment of this detachment, when it turns into an abiding mental state, constitutes 
the definition of santarasa. “It is indeed apprehended. " It is possible (for 
ordinary people) to imagine what it is like from their own experience at the 
time when the course of their desires for all objects of the senses, such as food 
etc., has completely ceased (because of having eaten to satiation etc.).? Others, 
however, believe that the sthayibhava of Santarasa is the calming down of all 
mental activity. If the absence of desires (which is the meaning of trsnaksaya) 
is understood in the sense of a complete negation of their existence, then it 
would amount to the absence of all mental activity and could not be regarded 
as a bhava (i. €. a positive mental state). But if it is understood in the sense 


Continued from previous page ) 


974-996 a. D, and the commentary of Dhanika was composed not before I000 a. D. 
Therefore, Dhanamjaya and Dhanika were contemporaries of Abhinavagupta. At 
all events the two works do not refer to each other, though (sic) they differ 
in sevoral importunt respects.” P. V. Kane, op. cit. p. 248. We think, though. 
that the Locana passage we are dealing with basin mind the criticisms of Dhanika, 
for in at least 5 places Abhinava refers to views that Dhanika has either mentioned or 


espoused. We think, for instance, that the passage on p. 390, ननु नास्ल्येव शान्तो रसः 
तस्य तु स्थाय्येव नोपदिष्टो मुनिनेल्याराङ्ग्याह is 2 reference to Dhanika, under IV, 35, इह शान्त- 
रसं प्रति वादिनामनेकविधा विध्रतिपत्तयः, तत्र केचिदाहुः Ie शान्तो रसः — तस्याचार्यण 
विभावाद्यप्रतिपादनाइक्षणाकरणात्‌ | ( p- H47) The passage in tbe Locana on page 39l, 
न च तदीया पर्यन्तावस्था वर्णनीया येन सर्वचेष्टोपरमादनु भवेनाप्रतीयमानता स्यात्‌ might well be a 
reference to Dhanika, p. 48, ger नाटकादावभिनयात्मनि स्थायित्वमस्माभिः शमस्य निषिध्यते — 
तस्य समस्तव्यापारप्रविलयरूपस्याभिनयायोगात्‌ | (See also the more elaborate argument on 
this subject given in the AbAimavabhdrati | The passage on p. 393, नन्वेवं दयावीरो धर्म- 
वीरो दानवीरो वा could well be a reference to the passage in Dhanika, p. ।48, where 
be says : 
अतो दयावीरोत्साहस्थेव तत्र स्थायित्वम्‌ | 

The passage on p. 394 of the Locana, विषयजुगुप्सारुपत्वा द्वी भत्से5न्तर्भाव: ZIRA, might be a 
reference to the reported view on p. I47 of the A ००/०४५ : अन्ये तु वीरवी भत्सादावन्तर्भावं वर्णयन्ति. 
Finally, the remark in the Locana, on p. 392,44 तत्र हृदयसंव।दाभावाद्र स्यमानतैव नोपपन्ना 
could well be aimed at Dhanika. p. Il65, just before IV, 46: न च तथाभूतस्य शान्तरसस्य 
सहृदयाः aman: सन्ति. of course, there is no guarantee that these were not merely 
general views, held in common by a number of authors, 

l. Note then that Abhinava is not saying that Avanda’s stháyibháva, irsnd- 
kgayasukha, is different from nirveda. 

2. Nivrtta goos with iccháprasara, We think the idea is that after one has 
taken a large meal, food is no longer attractive. From this we can infer that for the 
sage, worldly pleasures are no longer attractive, and thus we have a basis for under. 
standing #$intarasa from our own experience, 
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of exclusion ( of all desires), then this view will fall within our position.! 
Others, however, have taken their stand on the following verse of Bharata :? 
“ Various feelings, because of their particular respective causes, arise 
from santa (a state of mental calm). But when these causes disappear, they 
melt back into santa; "? and they then claim that santa is common to all 
rasas and consider the sthiyibhava of santa to be that state of mind which 
has not been particularised into any other mood. This opinion is not very 
far removed from our position. The difference is one of pragabhava (“ non- 
existence of something before its origination” ) and pradhvamsabhava ( non- 
existence of something when it is destroyed ). And it is correct for desires to 
be destroyed. As has been said : * We can never find a man who is without 
desires from his birth.” (J. 2. 3 person achieves this state at some later 
point in his life, and therefore desires can be destroyed. ) Even Bharata has 
shown his agreement by saying : “ Sometimes peace ",* etc. The culmina- 
i. The point is this: what kind of negative is (rema&saya ? Is it prasajya- 
pratisedha, or paryudasapratisgedha ? lf it is the former, then there could be no 
question of a bhava at all, and therefore this is unacceptable. /aryuddsa, which 
means “ exclusion of something with the possibility of including its opposite ”, is 


however acceptable. The two kinds of negation are paralleled by the two forms of 
absence, prágabháva and pradhvamadbhava which will be mentioned later. 

2, This is from the NS VI. )06-8 and forms part of the interpolated ५८० 
passage in that text. 

3. Note that this verse does not necessarily meau that their uuthor accepted 
$intarasa. Santa is simply the absonce of emotion, the tabula vasa of the emotional 
board. It has nothing to do, necessarily, with motsa or religious views in general. 

The stanza is given under tbe beading of Arya verses and wae, therefore, most 
probably part of a floatiny tradition, and not part of a continuously argued passage. 
On p. 326 of the NS (Vol. |), sevoral verses are introduced with these words : atráryoh 
( with a variant reading of atrénuram $ya ryt bhavand ) on which Abhinava has a most 
important remark : ताएता द्यार्या एकप्रधट्ूकतवा ( Abhinava is fond of this rather rarely used 
word ) पूवांचा येलक्षणत्वेन पठिता: | मुनिना सुखसंग्रहाय यथास्थानं निवेशिता: | lt is, therefore, clear 
that these verses are not by Bharata himself. Some of them, however, might well be 
his own, and in this the situation resembles that of the Divanydloka, where some of 
the Sanyrahaslokas must be by Ananda, and some must be by earlier or contem- 
porary writers. Kanequotes Fanaparoea ।29, 8 : अत्रानुवंशं पठतः WX कुरुनन्दन | 
on which Nilakantha says : परम्परागतमाख्यान छोकम्‌ | (For more references, see Kane, 
op.cit., p. 7). Note that Abhinava explains this term ( ànwvazióája ) as : अनुवंशे भवो 
शिष्याचार्यपरम्परासु वर्तमानो शोकाख्यौ saat सूत्रार्थसक्षे पप्रकटीकरणेन कारिक्रादाब्दवाच्यौ भवतः | 
Vol. I, p. 290 (second paragraph ). 

4. This is a reforence to the Ns, I. ]06: 

कचिद्धमे: कचित्कीडा क्चिदर्थ: कत्रिच्छमः | 
दुःखार्तानां श्रमार्तानां शोकार्तानां तपस्विनाम्‌ ॥ 
विश्रान्तिजननं काले नार्त्रमेतद्भविष्यति | 
ब्रह्मपाँणां च विज्ञेयं नाव्यं वृत्तान्तदर्शनम्‌ ॥ 
( Continued on next page 
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ting stage of nirveda is not to be described (in Santa), so that one could say 
it cannot be perceived, because of the absence of any (visible) symptoms 
due to the cessation of all activity. This applies equally to Srigara,! etc., 
where the culminating stage ( for example, actual sexual intercourse) cannot 
be described.? But in earlier stages, according to the two Sutras (of Patanjali )*: 
“ This ( mind-stuff ) flows peacefully by reason of the subliminal-impression.”’ 
and *' In the intervals of this ( mind-stuff ) there are other presented-ideas 
(coming) from subliminal-impressions, " such diverse actions as yama, 
niyama, etc., or activities such as ruling the kingdom of the earth, etc., are 
perceived even in the case of Janaka and others who are nonetheless santa 
(i. e. full of mental calm). And so it must be admitted that Santa is appre- 
hended because of the existence of such outwardly visible symptoms and 
because of the existence of many vyabhicaribhavas which are imaginable in 
the intervals of (the accessories of yoga such as)* yama, niyama, etc. 
Should one object that it is not perceived, as there are no vibhàvas belonging 
to it, we reply, no, it is perceived, and its vibhavas such as acquaintance 
with people who are devoid of desire, fruition of one's former good deeds, 
grace of the highest God, and acquaintance with the secret teaching relating to 





Continued from previous page ) 

It is one of the key passages for those who believe that Bharata really did accept 
finta as a rasa. But there is no reason to believe that these correspond exactly to any 
of the rasas. They refer rather to the purusarthus, One wonders, though, precisely what 
Bharata had in mind by including moksa ( corresponding to gama ) us suitable for the 
drama. 

l. Delete the quotation mark before $ragáraáder api, in the B. P. ed. 

2. 'lhis is an important distinction, but it is difficult to know exactly what 
Abbinava has in mind. He admits that it is impossible to show the anubhuvas of the 
last phases of sduterasa, because at. that poiut there is a complete absence of activity. 
( This is an old Advaita problem, whetber the Jivaniu£ta engages in activity or not, The 
conundrum had passed into Zen, where it has formed the basis of elaborate discussions 
concerning the identity of semadra and nirodna). But Abhinava says that the same 
is true of árigára, etc. What does he moan? We sappose he is referring to actual 
sexual intercourse. Now, why, precisely, does he say that this cannot be portrayed? 
‘On the analogy of the earlier example of $inta, it would seem to be because there is 
no physical activity, But this, of course, is uot true. Or does he mean, not only 
.gexual intercourse in general, i. e. not only the act of penetration, but also the actual 
moment of ejaculation ? lu this case, he might well mean that there is little or no 
activity. ( Which does not, however, imply that one cannot describe it, or even present 
‘it on tbe stage). Perhaps Abhinava simply means that it would be a breach of good taste 
to portray actual sexual intercourse on the stage. But if this is what he means, it is 
bard to see how this is relevant to §intarasa aud the absence of activity. Moreover, in 
the Abhinacabhürati, Abhinava makes the sume remark concerning karuraraaa. 

3. From the Yogasütra, III, I and IV, 27. Our translation is taken directly 
from James Haughton Wood's * The 2094 System of Patanjali”, Harvard Oriental 
Series, I7, Cambridge, I9)4. 

4, After vyabhicárisadbhácác ca add &intarasah, 
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the Self, must be presumed. And so by all this we have shown that 
vibhavas, anubhavas, vyabhicaribhavas, and a sthayibhava for Santa all exist. 
Objection': “ In 'Santarasa no act of relishing can arise because of the 
lack of sympathetic response.” Who said that there is no sympathetic 
response ? For it has already been said that it is perceived. Objection: 
“(Though it may be) perceived, it is not esteemed by everybody."? Yes, 
but according to this reasoning, men devoid of desire will not find 
love very praiseworthy either, and so it will have to be removed from 
the annals of rasa history !3 And so Anandavardhana says : “ Even if”, 
Objection : “It is possible to consider this ($anía) as identical with that 
variety of vira which consists primarily of dharma”. He answers this by 
saying : * And not." tasya refers to vira. “Is full of egoism,” because 
the essence of ufsaha ( energy, the sthayibliava of vira ) is to fcel and say that 
“I am such and such”, etc. Asya ca refers to santa. ‘ Between the two”: 
ca here means * although they are extremly opposed to each other because 
the one ( vira) is full of desire and the other ( Santa) is devoid of desire. : 
But vira and raucira are not even very much opposed, because their similarity 
consists in this, that in attaining dharma, artha or kama, both are (equally ) 
helpful ( upavogitva ). Objection : “If this is so, then compassionate heroism 
(dayavira) is either religious heroism  ( d''armavira) or generous heroism 
(danavira) (but not santa).’* No, it is neither of these two, because 


D—-— ० IL u — णा - -— 


l. The point of the objection is that $inta ia never experienced by ordinary 
people in everyday life, and therefore they will have no vaxanuas that will enable the 
acting to heighten the sthayibhava in them to tho status of a rasa. Abhinava replies 
that Santa is, in fact, experienced by ordinary men. He refers, we believe, to the 
analogy of feeling sated after a full meal. 

m 2. The opponent’s argument, that $antarasa appeals only to a select few, ia 
very strong and deserves a serious reply. Abhinava’s reply that for a vitarága, a man 
with no passions, Érigára will also hold no appeal, is very weak. The point, aurely, 
is that §rigtira is, or has been, within the experience of all men, whereas fina is not, 
( There are after all philosophical achools in India which denied the very existence of 
moksa, but none that ever denied the existence of $rigára!) This ia breanmably 
what the pirvapadstn menna by saghaspadam. Moreover Abhinava has himself made 
fun of these very vitarágas who are unable to appreciate love. Dry Mimamsaka 
Scholars he calls them. Of courae, from a modern point of view, both objections 
can be simply met : it is not necessary to believe in something in order to enjoy it, 
for otherwise no atheiat would find any pleasure in reading religious poetry, or 
even the Upanisadea for that matter. Brigid Brophy has said that most of us “ have 
replaced belief in fairies by 4 Midsummer Night's Drean ". हु 

3. Abhinava must have in mind the passage in the NS. 27,59: 


; तुष्यन्ति तरुणाः कामे विदग्धाः समयाश्रिते । अर्थेष्वर्थपराश्चेव मोक्षेप्वथ विरागिणः ॥ 
on which he commente : हृदयसंवादोऽपि तथय।विधतत्वज्ञानवीजसंस्कारभावितानां भवत्येव, यद्वक्ष्यति 
“ ज्ञेक्षे चापि विरागिणः ” इति । (Vol. L p. 340) 


4. The punctuation of the Balapriyd text is wrong. Placea danda after 
ddnariro vá. násau krécit ia a separate sentence, a reply to this objection. 


bU 
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(compassionate heroism ) is simply another name for santa. For the sage has 
said : 

“ Brahma has said that virarasa is of three kinds: generous heroism, 
religious heroism, and battle heroism ”. ? 


And so, using the tradition (agama) as authority, he (i. e. the sage), 
declared ( vira) to have only three varieties.” And so Ananda has said: 
* compassionate heroism, etc., " where the word “etc.” (refers to danavira 
and dharmavira ). It might be (wrongly) suspected that (santa) could be 
included under bibhatsa, because in both cases there is disgust with worldly 
objects. But while disgust* can be a vpabhicaribhava of Santa (in the sense 
that it is transitory ), it cannot be its stiayihhava; because in the last phases 
of Santa, it is completely rooted out. The author of the Candrika claims 
that $antarasa should not bc employed as the major rasa (in a work). We 
have not examined this opinion here since that would lead to digression 
( prasangantarat ).. Because Santa is grounded on the highest goal of man, 


]. Read rasa» viram and not rasaviram, It means rirarasa. 

2. The point of the verse is that Bharata does not even mention dayávira, 
and therefore it is not rira at all, hut banta. ( NS. VI, 79. p. 334) The real question 
to ask Abhinava would have been how he inteods to understand dharmavira, How 
does this really differ from daydrtra ° 

3. Something has been dropped from the Locana passage dayáviradináf 
cetyádigrahanena, The Bualapriyd says that one must supply dhurmavirudanavirayor 
grahanam. But this seems a contradiction, for Abhinava has just finished saying tbat 
dharmavira and dinavira are rirarasa, not $antarasa, wherens daydvira is $ánta. 
However, this seems to he what Ananda has in mind, for otherwise it is difficult to 
know what ádi will stand for. The view of Ananda is that all the three, daydvira, 
dhurmavira and daánuarira, are to be regarded as varieties of finta (ns far as one can 
judge from his Vrits), if they are froe from all traces of egoism. If not, they should be 
regarded as varieties of nirarasa. Thus, Ananda does not appear to have shared 
Abhinava’s view that any form of dayavira is necessarily &inta itself. Abhinava bolde 
the view that dayanira is not to be identified either with dánarira or with dharmavira, 
He believes that dénarira and dharmarira are also to be regarded as varieties of 
áinta if they are divosted of all traces of ezoiem. The difference between tbe positions 
of Ananda and Abhinava seems to he this : that, whereas Ananda regards dayavira as 
identical with §ante only in certain ciroumstances (viz. when there is no egoism ), 
Abhinava regards daydvira as identical with $inta in all circumstances. This implies 
that there can be no egoism in dayárira for Abhiuava. Cf. Locana, p. 5l4: daydvira. 
áabdena và Sintam ryanpadisats. र 

4. The idea is that juguysd is not really x part of Santa, or rather, it is not 
an abiding element ( though it can he regarded as a ryabhicarihbhdva of $ánta ), since 
at the moment of realisation, नाभिनन्दति न द्वेष्टि तस्य प्रज्ञा प्रतिष्ठिता। 

6. Note Raghavan, “Number of lasas”, p, 22, “ Evidently, the Candrikakara 
also beld the view that Vira and Srügára are the /!asa-s in the Nágànanda in accor- 
dance with the ending in the attainment of ridyddhara-cakravartitoa, the overlord. 
sbip of the kingdom of Vidyadhara-s, and the sustained love-theme, and that the Santa 
came in there as a subsidiary idea to give a new variety of Vira called Dayd-vira, 

( Continued on next page 
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i. e. because it gives rise to moksa, it is the most important of all the rasas.’ 
And this has been demonstrated at great length, stating both pro-and contra- 
positions, in the Kavyakautuka of our teacher Bhattatauta and in our com- 
mentary on that work. So enough of further discussion here. 


Dhvanydloka pp. 529-533 : 

तथा च रामायणमहाभारतादिषु संग्रामादय: पुनः पुनरभिहिता अपि नवनवाः प्रकाइन्त | 
प्रबन्ध चाङ्गी रस एक एवोपनिबव्यमाना5थविरापळाभं छायातिशय च पुष्णाति | कस्मिन्नि- 
बेति चत -यथा रामायण यथा वा महाभारत | रामायणे हि करुणो रसः खयमादिक- 
बिनासूत्रित: “शोक: छोकत्वमागत: ' इत्येवंवादिना । निव्यूटश्व स एव सीतात्यन्तवियोग- 
पर्यन्तमेव खप्रवन्धमुपरचयता | मह्दाभारतेऽपि ee काव्यच्छायान्वयिनि वृष्णिपाण्डव- 
विरसात्रसानत्रेमनस्यदायिनीं समाततिमुपनिजधता महामुनिना वैराग्पजननताऱ्यये प्राधान्येन 
खप्रबन्धस्प दरायता मोक्षलक्षण: पुरुषार्थ: शान्तो रसश्च मुख्यतया विवक्षाविषयत्वेन 
सूचित: | एतच्चांदोन विवृ्तमत्रान्येव्याख्याविथायिमि: | स्वयमेव चैतदुद्वीण तेनादीण- 
महामोहमग्नमुञ्जिहीषता लोकमतिव्रिमछकज्ञानाछोकदाधिना लोकनाथेन-- 

यथा यथा AAA लोकतन्त्रमसारवत्‌ | 

तथा तथा विरागोऽत्र जायते नात्र संशय: || 


इत्यादि aga: कथयता | ततश्च झान्तो रसो रसान्तरेमोश्षलक्षण: पुरुषाथे: पुरुषार्थान्त- 
रेस्तदूपसजनल्वेनानुगम्यमानोऽङ्गित्विन वरिवक्षाविषय इति महाभारततात्प्यं सुव्यक्तमवाव- 
भासते | अङ्गाङ्गिभावश्च यथा रसानां तथा प्रतिपादितमेव | 


पारमार्थिकान्तस्तत््ानपेश्चया झारीरस्थेतराङ्ग भूतस्य रसस्य पुरुषार्थस्य च खप्राधान्यन 
चारुववमप्यविरुद्भम्‌ | ननु महाभारत यावान्वितरक्षाविषयः सोऽनुक्रमण्यां सय एवानुक्रान्तो न 
चेत्तत्र इस्यते, प्रत्युत सवपुरुपाथप्रबोधहेतुलं सवरसगभत्यं च महाभारतस्य der 
स्वठाव्दनिवेदिततेन प्रतीयते | अत्रोच्यते - सत्यं शान्तस्येत्र रसस्याद्रित्वे महाभारते मोक्षस्य 


Continued from previous page ) 

Abhinavagupta, however, rejecte this view of the Candrikd in his Locana. Adhikari- 
katvena tu santo raso (raso na) nibaddharya iti candrikdkarak, tac cehásmabhir na 
paryálocitam," This does not seem justified by the passage Dr. Raghavan quotes. 
Abhinava bas not said that he rejects the views of the Candriká, but only that a 
discussion of these views would involve digressiayx from his main theme, We have 
translated the whole paseage on page ]02. Cf. A. Bh., Vol. UI, p. 45}. 

l. Note that what Abhinava says here: sarvarasebhyah pradhdnatamah is 
directly contrary to what Ananda will say on p. 397 of the D, Al, : MHRA: ...सवरसेभ्य:... 
प्रधानभूत: | Moreover he himself will admit in the Abhinavzabharat: that Santa ia 
apradhana : अत एव शान्तस्य स्थायित्वेऽप्यप्राधान्यम्‌ । (Vol. I, p. 339), And again in the 
A. Bh. IV, p. 78: uktam hi -na Sdntarasapradhanaté prayogasya bhavati, sato’ps 
(sann api?) hi rusintaroparakia eva prayogayogyo nanyathets, 

XVI 
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च स्पृरुषार्थेभ्यः प्राधान्यमित्येतन्न स्त्रहाब्दामिधेयलेनानुक्रमण्यां दर्शितम्‌ , दारितं तु 
व्यक्ष्यतेन- 
f ८ भगवान्वासुदेवश्च कीव्यतेऽत्र सनातनः ! E 
इत्यस्मिन्‌ WA | अनेन ह्ययमर्था व्यङ्गयत्ेन वित्रक्षिता यदत्र महाभारते पाण्डवादि चरितं 
यत्कीत्यते तत्सत्रमवसान त्िरसमत्रिदयाप्रपञ्चरूपं च, परमाथसत्यस्वरूपस्तु भगवान्‌ वासुदेवोऽत्र 
कीर्ति | तस्मात्तस्मि्नत्र परमेश्वर भगवति भत्रत भावितचेतसो, मा भूत विभूतिषु निःसा- 
रास रागिणो गुणेषु वा नयत्रिनयपराक्रमादिष्वमीषु dus केषुचित्सरत्रात्मना प्रतिनि विष्टयियःः| 
तथा चाग्रे-पश्यत निःसारतां संसारस्त्यमुमेत्राथ द्योतयन्‌ स्फुटमेत्रावभासते AARNA- 
गृहीतश्‌ चशब्दः | एवंत्रिधमेवाथे गर्भीकृतं संदरीयन्तोऽनन्तरश्लोका छक्ष्यन्ते- “स हि सत्यम्‌! 
इत्यादयः | 

अयं च निगूढरमणीयोर्थो महाभारतावसाने हस्तिंशतरणनेन समाप्ति विधदता तेनैव 
कविवेधसा कृष्णद्वैपायनेन सम्यक्रस्फुटीकृतः। अनेन चार्थेन संसारातीते Tara भक्त्यति- 
शयं प्रवर्तमता सकळ एव सांसारिको व्यवहार: पूवपक्षीकृतो न्यक्षण प्रकाशते | देवतातीर्थ- 
तपःमप्रमृतीनां च प्रभात्रातिशयत्रणनं तस्यैत परन्रह्मणः प्राह्युपायलेन तद्वि भूतित्वनेव देवता- 
विशेषाणामन्येषां च । पाण्डत्रादिचरिततर्णनस्यापि तैराग्यजननतापर्याद्वराग्यस्य च मोक्ष- 
मूलत्वान्मोक्षस्य च भगवम्राह्युपायः्वेन मुख्यतया गीतादिष प्रदर्शितत्वात्परत्रह्मप्राप्यु पाय- 
त्वमेव | परम्परया वासुदेवादिसंज्ञाभिधेयलेन चापरिमितरात्त्यास्पदं परं ब्रह्म गीतादिप्रदेशा- 
न्तरेषु तदभिधानलेन लब्धप्रसिद्धि माथुरप्ादुर्भावानुकृतसकरस्तरूपं विवक्षितं न तु माथुर- 
प्रादुर्भावांश एव, सनातनशाब्द विशेषितत्वातू | रामायणादिषु चानया संज्ञया भगवन्मू्त्यन्तरे 
व्यवहारदशनात | निर्णीतश्चायमर्थः sage । 

तदेवमनुक्रमणीनिर्दिष्टेन वाक्येन भगवद्दयातिरोकण: सवस्यान्यस्यानित्यतां प्रकाश- 
यता MASA एवेकः पर: JENA: WATA, काव्यनये च तृष्णाक्षयसुखपारिपोषलक्षण: 
शान्तो रसा महाभारतस्याङ्गिखिन विवक्षित इति सुप्रतिपादितम्‌। अत्यन्तसारभूतत्वाचाय- 
मर्थो व्यड्रबलेनेत्र ददता न तु वाच्यलेन | सारभूतो aa: स्वराब्दानमिघेयत्वेन प्रकाशित: 
सुतरामेव शोभामावहति । प्रसिद्विश्चयमस्त्येव विदग्धविद्दत्पारिषत्सु यदभिमततरं वस्तु aga- 
त्वेन TATA न साक्षाच्छब्दवाच्यलेन | 


Dhvanyáloka, Uddyota IV.] : 
' Thus in the Ramayana, in the Mahabharata, and other works, though 
battles and the like are described again and again, they seem new each 


— अन -——— >>> 
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l. D. Al. pp. 529 ff, 
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time.’ When one single rasa is presented as dominant in a large work, 
this creates originality in the subject matter and ( gives rise to) great 
beauty as well. “Such as where?” Well, for instance in the Ramayana and 
the Mahabharata. For in the Ramayana, karunarasa has been hinted at by 
Valmiki when he says: ‘Sorrow was transformed into poetry.” It is 
that very (rasa) that has been sustained till the very end, since Valmiki ends 
his work with ( Rama’s ) final separation from Sita.* (The same applies to) 
the Mahabharata also, ( that work ) which has the form of a philosophical. 
(or didactic) text? and possesses the beauty of poetry. When the great 
sage ( Vyasa ) ends his work in such a way that it makes us feel melancholy 
( vaimanasyadayini ) by having the Vrsnis and the Pandavas all finish in a. 
pathetic way,? and shows how his book puts emphasis on the creation of 
world-weariness (vairagya), he suggests by this emphasis that (among the 
rasas ) Santarasa is meant to be predominant, and (among the goals of life), 
moksa is primarily intended. Moreover this has been partially explained by 
other commentators as well. The father of the world (/okanatha ), who: 
wishes to lift people out of the morass of rampant ( udirsa) ignorance in 
which they have fallen, and provide them with the pure light of knowledge, 
has himself asserted this very thing when he said the following and many 
other things like it over and over: 


A — rr MÀ —— 





l. What makes the battles eeem original each time, is not, we think, the 
use of dheans in each particular description (though vira, bhuydnaka, bibhutsa, and 
raudra can all exist therein ), but their subordination to a more general aesthetic goal. 
So in the case of the //áàmaáyaza, the constant expressions involving pain, sorrow, sepa- 
ration, etc., all conduce to the over-all end of the work, a feeling of karuna. In the 
Mahabharata, the more battles are described, the more distasteful war becomes and 
the more firmly grounded our feeling of detachment, of world-weariness ( nairdgya ). 
This theory, advanced os it is, would be appropriate to & work where the subject isa 
uni&ed one, but it can hardly be applied to a work as varied (in authorship as well) 
as the AMahábhárata, which contains several rasas, and cannot be viewed asa unity, 
Ananda of course could not have agreed. 

2, Arthavisesa here means urthanavatra. 

3. See the passage translated from the Locana on tho first Uddyota of the 
Dhvanyáloka, p. 79. The passage hereis Kamdyara I, 2. 40, 

4. "This refecs to Sità's being swallowed up by the earth, Atthe very end 
of the Ramdyara, Raima is promised a heavenly reunion. One wonders whether this 
obvious intorpolation existed at the time of the DAvanyáloka. If it did, then Ananda 
in an unprecedented critical attitude seems to suggest that this cannot concern the 
literary critic, which is a remarkably advanced view. 

5. Read $üs£rarüpe on p. 530. 

6. Note what the Didhsti commentary (p. 6) says on this : तेषामेव यदीदृश: 


परिणामः तर्हि का कथान्येपाम ? “ If even they ended up like this, what hope is there for 
the rest of us?" The maháprasthána episode, especially the srargdrohana, does indeed 
convey an atmosphere of dejection. Afterall, the brothers undertook this suicidal 
voyage because things looked so bleak. Yudhisthira especially strikes one asa tired 
man, battle-weary and without illusions about man’s perfectability. 
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“ The more thc course of the world (/okatantra) unfolds itself before 
us as vain and insubstantial, the more, surely, does (our) detachment 
grow 99] 


From this the ultimate meaning of the Mahabharata appears most 
clearly: the two subjects intended as predominant are Santarasa, with other 
rasas in a subordinated position, and moksa, with other aims of life likewise 
subordinated. The topic of the predominance and subordination of the 
different rasas has already been dealt with.? It is no contradiction to say 
that if we do not take into consideration the ultimate ( paramarthika ) inner 
truth (of the Mahabharata), other subsidiary goals of life ( besides moksa) 
and other subsidiary rasas ( besides Santarasa ) are beautiful in their own way 
( svapradhanyena, i. e. svavisaye ), just as the body, when we do not take the 
soul into consideration, is thought of as beautiful, though it is really only 
subsidiary (to the soul). “‘ But”, (someone might argue), “ in the Maha- 
bharata all of the subjects to be presented have been given in the table of 
contents, and this one (that you mention) is not found there. On the 
contrary, we can understand, through the very words used ( svasabdani- 
veditatva ) in that section (uddesa), that the Mahabharata teaches all the 
goals of man, and contains all the rasas.” We reply : What you say is true. 
In the table of contents it has not been said in so many words that in the Maha- 
bharata, Santarasa is the main (rasa) nor that moksa is more important than 
all other human preoccupations. But it has been shown through suggestion, 
as in the following phrase: ‘‘ And the blessed cternal Vasudeva is praised 
herein. "* The intended meaning, arrived at through suggestion, is that the 
deeds of the Pandavas, etc., which are recited in the Mahabharata, all end 
pathetically and are only a manifestation of cosmic ignorance; and that the 
blessed Vasudeva, whose form is the highest truth, is glorified there. *'* There- 
fore turn your minds devoutly to that revered, highest God alone. Do notset 
your hearts on the empty outward shapes of things, and do not exclusively 
fix your thoughts on mere worldly virtues like political sagacity, enforcement 
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l. We have not succeeded in tracing thia stanza in the Mahabharata. 


The verse might appear to an impartial reader (that is, outside of the 
context of the D. Al.) asa rather cynical comment : “ only when things go badly do 
they appear unreal. " Without the context, we cannot say whethor Ananda’s inter- 
pretation is the correct one. 


9. D. Al. ILL 20 and following. 


3. The passage the Purvapaksin scems to have in mind is Mahabharata I. 
l. 48 : 
azant सविज्ञानं धर्मोऽर्थः काम एवं 7 | 
थर्मार्थकामशास्त्राणि शास्त्राणि विविधानि च ॥ 


4, Mahabharata, I. ]. 256, 
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of discipline, valour, etc." And further on, the word “and ” (ca) helped by its 
suggestive power, is here clearly seen to suggest the following idea: ** Take 
into account the hollowness of worldly existence. " The verses immediately 
following, such as *' He indeed is the Truth”, etc., arc (also ) seen to contain 
implied in them similar ideas. < 
By completing his work at the end of the Mahabharata with the des- 
cription of Krsna’s genealogy ( harivamsa ), the poet-creator Krsnadvaipayana 
has made this hidden beautiful sense wonderfully patent. And because this 
( hidden ) meaning impels us to great devotion for another truth, beyond the 
phenomenal world, all worldly activities assume a preliminary! and vincible. 
position ( purvapaksa )? as being fit to be ignored ( nyaksa ). The descrip- 
tion of the exceptional power of gods, holy places, penance, etc., is (only) 9 
means to attaining the highest Brahman, because the various particular gods 
and other things (i.e. holy places, penance, etc.) are its manifestations, 
( vibhuti). The description of the life of the Pardavas etc., gives rise to 





l. Cf. Ragbavan, “Zhe Number of Rasas”, p. 36 ; “The author of the 
Dhágavata in bis criticism of the Bbiirnta, says that in the Great Epic, Vyasa has 
described “ Pravrtts” (as Pürrapakis ) so much and so well, that man who is by 
nature attached to it has mistaken tbe Z'4rcapak;a itself for the Siddhánta ",; 
Here is the verse, as quoted by Raghavan : 

जुगुप्सितं धर्मकृतेऽनुशासतः 
स्वभावरक्तस्य महान्‌ व्यतिक्रमः | 
यद्वाच्यतो धर्म इतीतरः स्थितो 
न मन्यते तस्य निवारणं जन: ( Bhagavata, L 5. 25) 
Note the important verso of Abhinavagupta in his Gitdrthasangraha (edited by 
V. L. Shastri Pausikar in bis edition of tho Gita, N. S. P., Bombay I9I2 with 8 
commentaries ), p. 2 : 
ट्रपायनेन मुनिना यदिदं व्यधायि 
शास्त्र सहस्रशतसंमितमत्र मोक्ष: । 
प्राधान्यतः फलतया प्रथितस्तदन्य- 
धर्मादि तस्य परिपोषयितुं प्रणीतम्‌ ॥ 

Y. Professor Daniel H. IT. Ingalls has kindly directed our attention to an 
interesting remark of Nilukaotha on Af. Bh., I, |. 275 ( Poona Ed. p. 24), where an 
adversary is made to remark : अत्रानर्थको युद्धादिप्रलापा भूयान्‌ zxqq to which the reply is ; 
एवं भारतेऽपि पर्मबह्मप्रतिपादन एव परमतात्पयम्‌ | अथवादजातमपि युधि्ठेरादिवद्वशवद्वर्तव्यं न दुर्योधना- 
दिवदियाशयेनाक्तम्‌ .... . ...........- तथा च सर्वस्मादपि ग्रन्थात्सारमेवादेयमितरत्‌ साज्यमिति शयते | 
Note how similar this is to the lust two versos of the Saundaranunda of 48९9 800६8 
quoted above, p. 4. 

3. Jacobi ( p. 334, ZDMG. vol. 57, I903) remarks that for adhyaksyena, 
ádhyaksyena or adhyaksera should be read. Ho translates: “<... erscheint. das ganze 
weltliche Treiben ganz deutlich als überwundener Standpunkt.” The Balapriyd takes 
nyaksena to mean “ entiroly ” ( bártenyena ), but we do not believe it has that meaning. 
Burely it means“ despised " (Cf. nyakicia ), literally ‘‘ looked down upon " from ni 
and aksa. 

4, See Gita X, l6 and 4}, for this meaning of vibhtiti, 


J08 शांन्तरस 


vairagya ; vairagya is at the base of moksa; and moksa is a means to attain- 
ing the blessed one, as has been principally shown in the Gita, etc. ; and thus 
the description of the life of the Pandavas is indirectly! a means of attaining | 
the highest Brahman. By designations such as Vasudeva, etc., is meant 
the highest Brahman, the abode of unlimited power, which is well-known 
in the Gità and other parts (of the Mahabharata)? under the name of 
Vasudeva (lit. “as denoted by such words as Vasudeva — tadabhidhana- 
vatvena ,? the whole of whose essential nature was reflected in the incar- 
nation at Mathura.* This is proved by the fact that the name Vasudeva 
is qualified ( in the quotation from the Mahabharata given above) by the 
adjective “ eternal ? ( which could not qualify an individual); and ( further) 
because this appellation is used of other manifestations of Visnu in the Rama- 
yana etc. This matter has been decided (nirnita) by the grammarians 
themselves. And so, through the sentence found in the table of contents, 
it is revealed that everything different from the blessed one is ephemeral, and 
thereby it is well-established that looking at the Mahabharata as a Sastra, the 
highest goal of man, namely moksa, is alone intended as the most important 
( of the goals of life ), and looking at it as poetry, santarasa, which is charac- 
terised by the nourishing of the happiness that succeeds the destruction of 
desire,’ is intended as the most important (of all the rasas). Because it is 
the very essence of the whole work, this meaning has been conveyed through 
suggestion, and not directly. For an essential idea, if it is revealed without 
directly stating it in so many words,? carries a far greater beauty. It is 
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|l. Paramparayá obviously goes with the preceding series, and thua tho dando 
should be removed and placed after paramparayn. 

2. Giltadspradegests can mean: “ iu passages in the Gita, eto. ”, or ** in places 
(of the Mahabharata ) like the Gitd, etc. " 

3. Read t(adabhidhánacattcena instead of tadablidhánatrena, 

4. Understand aigiripam after माथुरप्रादुर्भावानुकतसकलस्वरूपम्‌. 

Máthuraprádurbháva refers to Krsna as an iucaroation, being only a part 
(amsa) of the highest Rrahman. Vasudeva does not refer to thia limited individual 
( since qua avatara he is not eternal ), but to the priociple lying behind it. To limit 
him to a specific place (Mathura ) obviously shows that this is only a part, not the 
amgin or angin, the whole, 

6. Both Tripathi (p. I249) and the Didhsts ( p. 62]) quote the following 
verse from the Admdydana to support Ananda's statement : 

यस्येयं वसुधा कृत्स्ना व।सुदेवस्य धीमत:। 
महिपी माथवस्यंथा स एव भगवान्‌ प्रभुः ॥ 

6. Soe Adgska on Panini IV. |. ll4. 

7. Trgráksayasukha ia, according to A nauda (see p. 390, D. Al. third Uddyota), 
the sthayshbhdoa of Santarasa. 

8. Srasabdunsvedita is a key concept in Ananda’s system. See above, p. 7-8, 
and also Locana, on p. 528: ssbdasprste 'rthe ka Ardyatd. See also the discussion in 

( Continued on next page 


ABHINAVA’S PHILOSOPHY OF AESTHETICS 09 


well-known among the assemblies of the cultured and the learned that some- 

thing which is highly prized should be revealed by suggestion and not in so 

many words ”. ] 
Locana pp. 530-533 : 


अल्यन्तग्रहणन निरपेक्षमावतया विग्रलुम्माशड्भां परिहरति । वृष्णीनां परस्परक्षयः, 
पाण्डवानामपि महापथक्रेरोनानुचिता विपत्तिः, कृष्णस्यापि व्याधाद्विः्वंस इति सत्रस्यापि 
ब्िरसमेतात्रसानमिति । मुरूपतयेति | यद्यपि “ धर्मे चार्थे च काम च मोक्षे चे "end, 
तथापि चत्वारश्चकारा एत्रमाहुः- यद्यपि धर्माथकामानां सवखं ताइड्नारित यदन्यत्र न त्रिद्यत, 
तथापि पर्यन्ततिरसन्धमत्रैवाचछोक्यताम्‌ | मोक्षे तु यटूपं तस्य सारतात्रेव विचार्यतामिति | 

य॒थायथति | लोकेस्तरूयमाणं यत्नेन संपाद्यमानं धर्माथकामतत्साधनछकश्षणं वस्तु- 
भूततयाभिमतमपि । येन येनाजनरक्षणश्षयादिना प्रकारण | असारवत्तच्छेन्दरजाळादिवत्‌ | 
विपर्येति । प्रत्युत त्रिपरीतं संपद्यते | आस्तां तस्य खरूपचिन्तेत्यथः | तेन तेन प्रकारेण 
अत्र होकतन्त्रे । विरागो जायत इत्यनन तक्तज्ञानोथितं निर्वेदं झान्तरसस्थायिनं सूंचयता 
TE च सर्तेतरासारत्वप्रतिपादनेन प्राधान्यमुक्तम्‌ | 

रत्रीरादिचमत्क ^ €. ~ i q aha ~ 

ननु शद्वारीीरादिचमत्कारो५पि तत्र भातीव्याराङ्कचाह--पारमाथक्कति | भोगाभि- 
निवेशिनां लोकबासनावि्टानामङ्गभतेऽपि रसे तथाभिमानः, यथा शारीरे प्रमातृत्वाभिमान: 
प्रमातुर्मोगायतनमात्रऽपि | कवलष्विति | परमेश्वरमक्त्युपकरणषु तु न दोष इत्यर्थ: | 
विभूतिषु रागिणो गुणेषु च नित्रिष्टधियो मा भूतेति don | अग्र इति | अनुक्रमण्यनन्तर 
यो भारतग्रन्थः तत्रेत्यर्थः | ननु वसुदेवापत्यं वासुदेव इः्युच्यते, न RAR परमात्मा 
महादेव इत्यादाङ्क याह — वासुदेवा दिसंज्ञामिधेयत्वेनेति | 

बहूनां जन्मनामन्ते ज्ञानवान्‌ मां प्रपद्यत | 
वासुदेवः सत्रम्‌ 

इत्यादी अंरिरूपमेतत्संज्ञाभिप्रेयमिति निर्णीतं तातर्यम्‌। निर्णीतश्चति | शब्दा हि नित्या 
एत्र सन्ता ऽनन्तरं काकताळीयवशात्तथा संकेतिता इत्यु क्तम्‌ — “ ऋष्यन्धकवृष्णिकुरुम्यश्व ” 
इत्यत्र | 
Continued from previous page ) 
the first Uddyota, pp. 78-83 ( Bulapriya ed. ). Cf. also D. Al. p. 78; 245; 248. Locana, 
p. 525; 528. For a devastating criticism of Udhhata LV. 3, see Kuntaka’s Vakrokti- 
jtoita, IIL. 37 ( p. 59, De'a ed. ). Contrary to tho goneral view, Ananda did not hold 
that the vyabhicáribhevaa can be directly expressed. See M, V, Patwardhan and J. L. 
Masson : “Solution to a Long-confused Issue in the Divanydloka”, aoon to appear. in B. 


S. O. A. B. For a fuller treatmant of the issues involved in svasabdarácya,see J. Masson, 
* Svaóabdauivedistatea — Telling, not Conveying ", to appear in J, O. I., Baroda, 


l0 5 AFRE 


MAAT इति। तत्राखादयोगामावे पुरुषणार्थ्यत इत्ययमेत्र व्यपदेश: सादरः, 
चमत्कारयोगे तु WIAD इति भावः। एतच्च ग्रन्थकारेण तत्त्वाळोक त्रितत्योक्तमिह त्वस्य 
न मुख्यो5बसर इति नास्माभिस्तदर्दितम | सुतरामबति यदुक्तं तत्र हेतुमाह-प्रसिद्धिश्रेति । 
चदाव्दो यस्मादर्थ | यत इयं लोकिकी प्रसिद्विरनादिस्ततो भगवद्वबासप्रम्नतीनामप्ययमेवा- 
खरब्दाभिधान आशयः, अन्यथा हि ज्रियाकारकसंबन्धादो ` नारायणं नमस्कृत्येःत्यादि- 
डाव्दाथनिरूपण च तथात्रिध एव तस्य भगवत आशय इत्यत्र किं प्रमाणमिति भाव: | 


विदम्धविद्वद्ग्रहणेन HWA SUD इति चानृसृतम्‌। 
TRANSLATION OF THE Locana : 

The word atyanta (in the expression sitatyantaviy'oga ), since it shows 
that they have no hope of meeting, indicates that this is (karuna and ) not 
vipralambha ( srigara ). The mutual destruction of the Vrsnis, the end of 
the Pandavas by experiencing undeserved troubles on their great journey 
( north, to death ), and Krsna's destruction by a hunter show that everybody's 
end was pathetic. MUKHYATAYA. Although it has been said: ““ And in 
dharma, and in artha, and in xama, and in moksa,"? nonetheless the four 
“ands ” amount to this, that although the essence of dharma, artha and 
kama (as described in the Mahabharata) can be found elsewhere (i. e. in 
works other than Mahabharata), nonetheless, the fact that they ultimately 
come to a pathetic end is to be found here only. But the paramount 
importance ( sáratà ) of the nature of moksa ( mokse yad rupam tasya ) can be 
seen only here (in the Mahabharata). YATHA Y ATHA. ( Tantryamana means) 
that which people tend towards, i. e. what is sought by them ( sampadyamana) 
with effort. This refers to dharma, artha, and kama, and the means leading 
to them, though people consider them to be real (and essential). YATHA 
YATH A means ( the goals and their means ) characterised by the working for 
their acquisition and for their protection ( once they are obtained ) and ( finally) 
by (their) destruction. Asaravat means like an insubstantial magic show. 
Viparyeti means :3 on the contrary they turn out the opposite ( of what we 
had hoped for), so there is no question of their being regarded as real 
and abiding. Tatha tatha means ( the goals and their means ) characterised by 
(acquisition, protection and eventual destruction ). VIRAGO JAYATE. This 
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l. Thisis a fundamental distinction that goes back to the NS. VI, under 
verse 50, p. 3I0 G.O. S. ( Isted, ). The point is that in vripralambha there is some 
hope of being reunited (adpeksabhdra), but in karuna there is none (nirnpeksa- 
bháva). For the actual passage, see above, p. 82, 

2, This verse has been omitted from the critical ed. of the Af. Bh. One 
wonders whether Sukthankar had seen it. Will lis critical principles permit him to 
omit from the text à verse vouchsafed by as old an authority as Abhioavagupta ? 

3. Remove the danda after sampadyate on p. 530. 


ABHINAVA'S PITILOSOPHY OF AESTHETICS It! 


suggests the sthayi (bhava) of santarasa, i.e. nirveda (** world-weariness " ), 
which arises from knowledge of the truth (¢attvajnana).' And its? ( namely Santa- 
rasa's) supreme importance is suggested (kla) by demonstrating that all the 
other goals of human life are insubstantial. Objection: “In the Mahabharata, 
$rngara, vira, etc., are charming as well." Anticipating this doubt he says: 
PARAMARTHIKA. Although these other rasas are subsidiary ( angabhuta ), 
yet people who are exclusively interested in pleasures and who are overcome 
by worldly desires think of them as predominant, just as (foolish people) 
think of this body as the cognising Self, although it is merely an instrument 
(ayatana ) for the enjoyment (of pleasures) by the conscious Self. KEVALESU. 
There is no harm (in fixing one's thoughts on virtues) helfpul to one's 
devotion to the highest God. The construction is this : don't have your minds 
attached to worldly goods, and exclusively interested (even) in worldly 
virtues. AGRE. का the text of the Mahabharata, right after the Anukramant. 
Objection: “ Surely Vasudeva is used in the sense of the son of Vasudeva, 
and not in the sense of the highest Lord, the Atman, the supereme 
God." Anticipating this doubt he says: VASUDEVADISAMJNABHIDHE- 
YATVENA. 


'* At the end of many births, the wise man reaches me, (thinking 
that) Vasudeva is everything.’’* 


(In) this and other ( passages like it) the final meaning ( fatparya) 
( of the word Vasudeva ) has been established to be the whole (truth, the 
highest Brahman ), which is the content ( abhidheya ) of that designation ( i. e. 
Vasudeva ). 


NIRNITAS CA. In discussing (the Sutra of Panini): ** rsyandhaka- 
vesnikurubhyas ca”, it has been said that words (i.e. names of individuals ) 
are really eternal, but are assigned conventional meanings (in the form of 
particular individuals ) only by accident.* SASTRANAYE. The designation 
of purusartha (in general) is appropriate (for the subjectmatter of the 


l. According to what Abhinava saya, taitvajflána would have to be regard" 
ed as a vibhdva (i. e. an uddipanavibhava ) of Santa. This is precisely the opposite 
of what he says in the Abhinarabharats ( p. I06, Raghavan's text): कि च निर्वेदो नाम 
सर्वत्रानुपादेयताप्रत्ययी वराग्यलक्षण:, स च तत्त्वज्ञानस्य प्रत्युतोपपोगी, where it ie nirveda that 
must be regarded as an vddipanavibháca of Sania, with taltvajndna as the sthdyibhiva, 
It is a strange contradiction for which there seems to be no plausible explanation, 

2. Tasya would seem to mean £áintarasasya ( which is how the Bálapriya 

' takes it). 

3. Gita, VIL I9. The rest of the verse is : 

शति स महात्मा सुदुर्लभ:। 

4. Soe Küásikávrtti on Panini, IV, I, NI4. 
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Mahabharata ), in the sense of that which is sought after by men, there 
being no question of aesthetic pleasure.’ But the designation of rasa (in 
general) is appropriate ( for the subject matter of the Mahabharata) from 
the point of view of aesthetic delight. This is what is meant. This has been 
dealt with in detail by Anandavardhana in his book the Tattvaloka.? Since it 
is not the main subject here, we have not gone into the problem. 


He now explains the reason for saying “ far greater beauty.” 
PRASIDDHIS CA. The word ca is used in the sense of “since”. As this 
matter is well-known in the world since beginningless time, therefore, in not 
-saying directly ( that moksa and rasa are the subjects of supreme importance 
in the Mahabharata ) the intention of the revered Vyasa and others must have 
been just that (i. e. they did not use direct words because this is not the 
practice in assemblies of the wise). For? otherwise in regard to the rela- 
tions of actions and the senses conveyed by the various case-endings, etc., 
while explaining the meanings of the words ina stanza like ‘ Paying my 
homage to Narayana etc." (the first verse of the Mahabharata), what 
evidence is there to show that Vyasa had the same intention (as the one 
which is in conformity with /okaprasiddhi )? This is what he means. The 
words ‘‘cultured and learned" correspond to the method of poetry 
( kavyanaya ) and the method of philosophy ( sastranaya ) respectively. 


— M ee = — = 


]. Understand sats after davddayogdbhdve. 


2. There are two references to the Tattráloka of Anandavardhana in tbo 
Locana : this one, and another on p. 67 in the first Uddyota. Unfortunately this 
work is lost to us. It would have been unique, for nowhere has the relationship 
between &istra and ६०४० been discussed in Indian philosophy. Obvioualy Ananda 
(like Abhinava ) with his interest in both fields would have been an ideal person to 
write about this question. One wonders whether his idea of the Mahabharata as both 
a $astra and a kivys did not inspire the book and if this was not one of the most 
important works discussed. Note that here, as elsewhere, Ananda is interested in 
things that seem to have passed unnoticed before among his fellow Indians. If 
Abhinava really did comment on tbe Yogandsisrha, and if Ananda is really quoted 
therein (see above, p.29), then it is possible that the Yogavdststha was inspired by 
Ananda’s lost Tattvaloka. 

j 3. This line anyathá hi kriydkdrakasambandhddau, etc., involves a rather 
: complex point. Here is the what Abhinava means : 

Vyasa has made use of countless sentences in the M. Bh. in describing the main 
eventa in the story, the various episodes and incidenta introduced from time to 
time, and in discourses on various worldly and philosophical topics. He baa also 

' commenced the Af. Bh. with the verse ndrdyarnam namaskrtya, etc., which isa 
sentence. Now a sentence is nothing but a combination of an action (ELriyá) 
with various efficient causal factors or relations (karakas) (auch oa karir, karma, 
karana, etc. ). A sentence is the relation between an action and its various contri- 
butory factors ( kriydkarakasambandhddau vakye ); and this action and ita various causal 
factors are displayed in a sentence according to well-known and generally accepted 

( Continued on next page 


ABHINAVA'S PHILOSOPHY OB AESTHETICS í3 


Abhinavabharati 
शान्तरसप्रकरणम्‌ | 
ये पुननेत्र रसा इति पठन्ति, तन्मते शान्तखरूपममिधीयते । तत्र कोचिदाहुः- 
रान्तः शमस्थायिभात्रात्मकः तपस्यायोगिसंपर्कादिमिः विभावेरुत्पद्यते | तस्य कामक्रोधा- 
द्यभावरूपैरनुभाविरभिनय: | व्यभिचारी धृतिमतिप्रभूतिंरिति ॥ 
एतदपरे न सहन्ते, शमशान्तयो: AAT, एकान्नपच्चाराद्धाआ इति संख्या- 
त्यागात्‌। किंच त्रिभावा ऋतुमाल्यादयः तत्समनन्तरमाविनि श्वङ्गारादात्रनुसंत्रीयन्त इति 
युक्तम्‌ | तपोऽध्ययनादयस्तु न झान्तस्य समनन्तरहेतत्रः | तच्वज्ञानस्य अनन्तरहेतत्र इति 
चेत्‌ पूर्वोदिततत्त्वज्ञानेडपि तर्हि प्रयोज्यतेति तपोऽध्ययनादीनां विभावता लक्ता स्यात्‌ | 
कामाद्यभात्रोऽपि नानुभावः, शान्ताद्विपक्षादव्यावृत्तेः, अगमकत्वात्‌ , प्रयोगासमव्रायिलाच्च ; 
न हि चेष्टाव्युपरमः प्रयोगयोग्यः | सुप्तमोहादयो$पि हि निःश्वासोच्छासपतन भूशयना- 
दिभिः चेष्टाभिरेवानुभाव्यन्ते | धृतिप्रशृतिरपि प्राप्तविषयोपरागः कथं शान्ते स्यात्‌ | 
न चाकिंचित्करत्ममात्रेण तच्वज्ञानोपाये व्युत्पाद्यन्ते विनेयाः | नेते परदुःस्दुःखितमनसो 
दृश्यन्ते सम्यग्दर्शनसमात्रस्थां प्राप्ताः, अपि तु संसारे | तन्न शान्तो रस इति | 
अत्रोच्यते--यथा इह तात्रत्‌ धमादित्रितयम्‌ , एवं मोक्षोऽपि पुरुषार्थः May 
स्मृतीतिहासादिपु च प्राधान्येनोपायतो व्युत्पाद्यत इति सुप्रसिद्धम्‌ | यथा च कामादिषु 
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rules and conventions of syntax, which are ns old as time (i. e. practically beginning- 
less ) And ४१३७७ and other sages (like Valmiki) have strictly adhered to these well- 
known and generally accepted rules of seutence-structure ( or syntax ). In explaining 
the various syntactical relations in the sentences in the M. Bh, and other works and 
in explaining the meaning of the stanza udráyganam namaskriya, etc., we take it for 
granted that in constructing these sentences, Vyasa has strictly followed the 
generally accepted principles, and we proceed on this assumption at the time of 
reading the sentences iu the AM. Bh, and understanding their sense; and we have the 
satisfaction of having understood exactly what Vyisa intended to convey, 
Thus, if we take it for granted that Vyasa and others have followed the well-known 
and generally accepted (/lokuprusiddha) laws of senteoce-structure (as laid down 
by grammarians ), we must also take it for granted that Vyasa has also followed the 
well-known principle, generally accepted in circles of refined critics and scholars 
( vidagdhavidvatparigateu ), namely that a matter close to the heart ( i, ¢, a matter of 
primary importanco ) should be conveyed by suggestion and not by direct expression 
(and that comparatively unimportant matters should be expressed directly), If 
Vyasa and others have followed (aukikaprasiddhs in the matter of sentence-etructure, 
then we can safely assume that they must have followed vidagdhavidvatparisat- 
prasiddhi in the matter of conveying abhimatataravastu (i. e. 8 pradhánavastu) by 
suggestion ( and an apradhánavastu by direct expression ). 
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समुचिताश्चित्तत्ृत्तयो रत्यादिदाम्दवाच्याः कत्रिनटव्यापारेण आखादयोग्यताग्रापणद्वारेण 
तथावित्रहृदयसंत्रादतरतः सामाजिकान्‌ प्रति रसत्वं शङ्गारादितया नीयन्ते, तथा मोक्षाभिधान- 
परमपुरुषार्थोचिता Praia: किमिति wa नानीयत इति वक्तव्यम्‌| या चासौ 
तयाभूता Frage: nra स्थायिभावः | एतत्तु चिन्त्यम्‌ - किंनामासो £ तत्त्वज्ञानो- 
स्थितो निर्वेद इति केचित्‌ । तथा fe— दारिद्रचादिग्रभवो यो निर्वेदः ततोऽन्य एव, 
हेतोस्तत्त्तज्ञानस्य वैलक्षण्यात्‌ | स्थायिसंचारिमथ्ये चेतदथमेत्रायं पठितः, अन्यथा माङ्गलिको 
मुनिः तथा न पठेत्‌ | जुगुप्सां च व्यमिचारित्रेन VaR निषेधन्‌ मुनिभावानां सर्वेषामेव 
स्थायित्वसंचारित्चित्तजत्वानभावत्वानि योम्यतोपानिपतितानि ान्दरार्थबळाकृष्टानि अन- 
जानाति। तत्तज्ञानजश्च निर्वेद: स्थाय्यन्तरापमदकः i भातवचित्र्यसहिष्णुम्यो रत्यादिभ्यो 

पः परमः स्थायिशीळः, स एव किळ स्थाय्यन्तराणामुपमद कः | 
इदमपि पयनुयुञ्जते-तत्वज्ञानजो निर्वेदो5स्य स्थायीति वदता तच्चज्ञानमेवात्र 
उक्तं स्यात्‌। वैराग्यसबीजादिषु कथं विभावत्वम्‌ ? तदुपायादिति चेत्‌ कारणकारणेऽयं 
रिभात्रताव्यत्रहारः, स चातिप्रसङ्गाबहः। किंच निर्वेदो नाम सतरत्रानुपादेयताप्रत्ययो वेराग्य- 
क्षणः, स च तच्वज्ञानस्य प्रत्युतोपयोगी Ae हि तथा प्रयतते, यथास्य तत्त्वज्ञान- 
मत्पद्यत; तत्त्ज्ञानाद्धि मोक्षः, न तु तत्त्वे जञात्वा निर्विबते, निर्वेदाच मोक्ष इति । 'वेराग्यात्‌ 
प्रकृतिळयः? इति हि तत्रभवन्तः । ननु तत्तज्ञानिनः सतत्र दृढतरं वैराग्यं दृष्टम्‌ । तत्रभव- 
द्विरप्पक्तम-तत्परे पुरुषख्यातेगुणव्रतृष्ण्यम ? इति | भवव्येत्रम; ¦ तादशं तु वैराग्यं ज्ञानस्यैव 
परा काष्टा? इति भुजङ्कविमुने्र भगवताभ्यधायि | ततश्च तत्वज्ञानमेवेदं तत्तज्ञानमाळ्या 
परिपोष्यमाणमिति न निर्वेदः स्थायी; किंतु तत्त्वज्ञानमेव स्थायी भवेत्‌ । यत्तु व्यभिचारि- 
व्यास्यानात्रसरे वक्ष्यते त्चिर काळविश्रमिप्रळव्धस्योपादेयत्वनितृत्तये यत्सम्यम्ज्ञानम्‌ , यथा- 

वृथा दुम्धोऽनड्वान्‌ स्तनभरनता गोरिति परं 

परिष्वक्त: षण्डो युत्रतिरिति लावण्यरहितः | 
कृता वेदूर्याशा विकचकिरणे काचशकळे 
मया RA त्वां कृपणमगुणज्ञं प्रणमता || 
इति aae: खेदरूपस्य विभावत्वेन; एतञ्च तत्रैत VIM: | 


नन 'मिथ्याज्ञानमूलो विषयगन्धः तत्त्वज्ञानात प्रशाम्यतीति दुःखजन्मसूत्रेण अक्ष- 
Taq: भगवद्भिः मिथ्याज्ञानापचयकारणं तत्चज्ञानं वराग्यस्य दोषापायळश्षणस्य कारण- 
AGA | ननु ततः किम्‌ £ ननु वैराग्य निर्वेदः ? क एवमाह ? निर्वेदो हि शोकप्रत्राह- 


OO) ANA 


प्रसररूपश्चित्ततरृत्तिविशेषः | ep तु रागादीनां प्रध्वंसः | भवतु वा वैराग्यमेव निवेद | 
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तथापि तस्य स्त्रकारणवशात मध्यभाव्रिनोडपि न aia साथ्ये सूत्रस्थानीयता senis 
C ^ 0: थते `. निर्वेद € ~= o. (SN ° 
ma | किंच तक्तज्ञानोत्यिता निर्वेद इति शमस्थेबंद निर्वेदनाम कृतं स्यात्‌ | 
AAT: पर्यायले तु हासहास्याभ्यां व्याख्यातम्‌ ; सिद्धसाथ्यतया, छोकिकाठोकिकलेन, 
साधारणासाधारणतया च Aga दामशान्तयारपि सुळममेत्र | तस्मान्न निर्वेदः स्थायीति | 


अन्ये मन्यन्ते रत्यादय एवाष्टौ चितततरत्तित्रिशेषा उक्ताः। त एत्र कथितविभात्रविविक्त- 
श्रुतायळैकिकीतरमारीवदोषसंश्रयाः विचित्रा एत्र तात्रत्‌ | ततश्च तन्मध्यादेत्र अन्यतमोऽत्र 
स्थायी | तत्र अनाहतानन्दमयस्वात्मतिषवा रतिरेव मोक्षसाधनमिति, सेव झान्ते रथायिनीति | 
यथोक्तम्‌ 

यश्चाव्मरतिरेव स्यात्‌ MAJAA मानतः | 
आममन्येव च संतुष्टः तस्य कार्य न fuga ॥ 

इति | एवं समस्तविषयं Amd quam, विश्वं च शोच्यं विलोकयतः, सांसारिकं च 
वृत्तान्तम्‌ अपकारित्वेन पश्यतः, सातिदायमसंमोहम्रश्रानं TAH आञश्रितत्रतः, सवस्मात 
विषयसार्थादू बिभ्यतः, सत्रहेकरपृहणीयादपि प्रमदादेः जुगुप्समानस्य, अपूरस्वात्मातिशय- 
ळाभात्‌ विस्पयमानस्य माक्षसिद्विरिति रतिहासादीनां विस्मयान्तानाम्‌ asama स्थायित्व 
निरूपणीयम्‌ | न चेंतन्मुनेर्न संमतम्‌ | यावदेव हि विशिष्टान्‌ भात्रान्‌ परिगणयति रत्यादि- 
राब्देन चशब्देन च तम्प्रकारानत्र अन्यान्‌ संगृह्णते, daa तद्वयतिरिक्ताखेकिकहेतूपनतानां 
रत्यादीनामनुजानालेत्र अपत्रगविषयल्वम्‌ | एवंत्रादिनां त॒ परस्परमेव विशारयताम्‌ एकस्य 
स्थायित्वं विशीर्यत एव । तदुपायभेदात्‌ तस्य तस्य स्थायित्वमित्यप्युच्यमानं प्रत्युक्तमेव | 
स्थायिभेदेन प्रतिपुरुषं रसस्याप्यान-त्यापत्त: | माक्षेकहेतुलाद्‌ एको रस इति चेत्‌ , APR 
FSI वीरो द्रयोरप्येकत्वं स्यात्‌ | 

अन्ये तु पानकरसवदविमागे प्राप्ताः सत्र एव रत्यादयोऽत्र स्थायिन इत्याहुः | 
चित्तवृत्तीनामयुगपद्भात्रात्‌, अन्योन्यं च विरोधाद्‌ एतदपि न मनोज्ञम्‌ | 

ada स्थायी ? उच्यते -इह तत्तक्ञानमेव तावन्मोक्षसाधनमिति तस्यव मोक्ष 
स्थायिता युक्ता | तत्ज्ञानं च नामामज्ञानमव । आत्मनश्च व्यतिरिक्तस्य ATAI ज्ञानम्‌; 
परो द्योत्रमात्मा aaa स्यात्‌ । Pied चतदस्मद्गुरमिः । अस्माभिश्चात्यत्र वितन्यत 
इति इह नातिनिबेन्धः कृतः | तेन आत्मेत्र ज्ञानानन्दादिविशुद्धधमंयोगी परिकल्पिततिषयो- 
पमोगरहितोऽत्र स्थायी | न चास्य स्थायितया स्थायित्वं वचनीयम्‌ | रत्यादयो हि तत्तव्का- 
रणान्तरोदयप्रङग्रोत्पद्यमाननिरुश्समानबृत्तयः कचित्‌ कालम्‌ आपेक्षिकताया स्थायिरूपात्म- 
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मित्तिसंश्रयाः सन्तः स्थायिन इति उच्यन्ते | तत्तज्ञानं तु सकळभात्रान्तरभित्तिस्थानीयं 
gena: स्थायितमं सर्वा रत्यादिकाः चित्तवृत्ती: व्यमिचारीभात्रयन्‌ frag एव 
सिद्धस्थायिभात्रमिति तन्न त्रचनीयम्‌। अत एवं पृथगस्य गणना न युक्ता । न हि खण्ड- 
मुण्डयोमध्ये तृतीयं गोत्वमिति गण्यते | तेन एकान्नपञ्चाराद्भात्रा इत्यव्याहतमेब | अस्यापि 
कथं न परथग्गणनेति चेत्‌ पृथग आस्त्रादायोगादिति AH | न हि रत्यादय इवेतरासंपक्तेन 
बपुरा तथाविधमात्मरूपे लोकिकप्रतीतिगोचरः | खगतमपि अत्रिकल्परूपं व्युत्यानावसरे5नु- 
संवीयमानं चित्तवृत््यन्तरकलुषमत्रावभाति | 

भासतां वा लोके तथा। तथापि न संमतन्मात्रस्थायिनां गणनम्‌ , रसेषूक्तेषु 
अनुपयोगात्‌ ; अपि तु व्यमिचारित्रेन लक्षणीयत्वं विज्ञायत, नेतरथा । तथा ARATA- 
Tara एतक्रध्रट्रकोपपत्तिः | न चास्यामखभावस्य व्यभिचारित्वम्‌; असंभवात्‌ , 
अत्रैचिःरयात्रहत्वात्‌ , अनोचिध्याच्च | हम आत्मखभाव:; स रामशब्देन मुनिना व्यपदिष्टः | 
यदि तु स एव शमशब्देन व्यपदिइयते, निर्वेदशब्देन वा, तन्न कश्चिद्वाधः | केवलं 
झमश्चित्तवृत्त्यन्तरं Pash दारिद्र थादित्रिभातान्तरोत्थितनिदतुल्यजातीयः से wala | 
तज्जातीय एव हेतुभेदेऽपि तद्व्पदेस्यो रतिभयादिरिव । तदिदमात्मख रूपमेत्र तक्तज्ञानं 
हमः, तथा च य्कालुष्योपरागत्रिशेषा एवात्मनो रत्यादयः, तदनुगमेऽपि शुद्धमस्य रूपम 
अव्यवधानसमाधिबलाद्‌ अधिगम्य, व्युव्यानेऽपि भ्रान्तता भवति | यथोक्तम्‌  प्रशान्तवा- 
हितासंस्कारात्‌? इति | तत्वज्ञानलक्षणस्य च स्थायिनः समस्तोऽयं लौकिकालौकिक- 
चित्तवृत्तिकळापो व्यमिचारितामभ्येति । तदनुभावा एव च यमनियमादुपकृता अनुभावाः 
उपाङ्गाभिनयादध्यायत्रये च ये खमावाभिनया वक्ष्यन्ते | अत एते एतद्विषया एवं | अयमेव्र 
हि aur: | विभात्रा अपि परमेश्वरानुग्रहम्र भृतयः, प्रश्षयोन्मुखाश्र रत्यादयोऽत्राखाद्याः | 
केवलं यथा विप्रलम्भ औत्सुक्यम्‌, संभोगेऽपि वा 'ग्रेमासमाप्तोत्सत्रम्‌? इति, यथा 
च रोद्रे MAMA, यथा च करुणवीरभयानकाद्‌मुतेषु निर्वेदतरतित्रासहर्षाः व्यभिचा- 
रिणोऽपि प्राधान्येन अवभासन्ते, तथा Ura जुगुप्साद्याः nas रागप्रतिपक्षत्वात्‌ | तथा हि 
amaa नृकपालादिथारणम्‌ , असुभार्यादिसमुदायादिविस्तारसंश्षपातिकमीकृतिर्हि धर्म (१) | 
जुगप्साहेतुलेने्र AMAHA च देत्ररात्‌ पुत्रजन्मनि उपदिष्टम्‌ | खात्मनि च 
कृतकृत्यस्य परार्थघटनायामेरोयम इति उव्साहोऽस्य परोपकारविभयेच्छाप्रयत्नरूपो 
दयापरपर्यायोऽभ्यविकोऽन्तरङ्गः । अत एवं एतद्वयमिचारिबछात्‌ केचिद्‌ दयावीरसेन 
व्यपदिशन्ति, अन्ये TANNA | 
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ननूत्साहोऽहंकारग्राण: शान्तस्वहंकारदोथिल्यात्मक: | व्यभिचारिल हि Aea- 
स्यापि न नोचितम्‌, रतावित्र निर्वेदादः । | शय्या शाद्वलम्‌? इत्यादो हि परोपकार- 
करण GACT प्रकषी Sa । न तु उत्साहशून्या काचिदप्यवस्था; इच्छाप्रयव्नन्य- 
तिरेकेण पापाणतापत्तः। यत एव च परिदष्टपरात्ररल्ेन area कतव्यान्तरं नाव- 
शिष्यते | अत एव शान्तहृदयानां परोपकाराय शरीरसत्रखादिदानं न झान्तविरोधि | 
: आमानं गोपायेत्‌ इत्यादिना aac शरीररक्षणमुपादिशते, संन्यासिनां 
तद्रक्षादितात्पर्याभात्रात्‌ | तथा हि- | 


धर्माथकाममोक्षाणां प्राणाः संस्थितिहेतव: | 
तानिष्नता कि न हतं रक्षता कि न रक्षितम | 


इति सुप्रसिद्धचतुवरगसाधकत्वमत्र देहरक्षाया निदानं [za | कृतकृत्यस्य जळेऽग्नौ ud 
वा पतेदिति संन्यासित्तरे श्रत्रणात्‌ । तद्यथाकथं'ित्‌ त्याज्यं दारीरम्‌। यदि परार्थं त्यज्यते 
तत्‌ किमित न संपादितं भवति ? जीमूतवाहनादीनां न यतित्वमिति चेत्‌, कि तन नः? 
तत्त्वज्ञानित्वे TARTAR | अन्यथा देहात्ममानिनां देह एव सवस्त्रभूते धर्माचनुददेशेन 
'परार्थे त्यागस्य KAMA । युद्धेऽपि हि न वीरस्य देहत्यागायोद्यम:, १रावजयोदेशेनेत्र 
प्रवृत्त: | भृगुपतनादात्रीप शुभतरदेहान्तरसंपिपादयिषैत्राधिकं विजम्भते | तत्‌ स्वार्थानुद्देशिन 
पराथसंपत्त्य यद्यच्चेष्टितं देहत्यागपयन्तमुपदेशदानादि तत्तदलूव्धात्मतक्तज्ञानानामसंभान्य- 
मेवेति । तेऽपि तक्तज्ञानिन:। ज्ञानिनां सर्वाश्रमेषु मुक्तिरिति स्मृतिषु श्रतिषु च । यथोक्तम्‌ 

: देवाचनरतस्तत्त्रज्ञाननिट्टो : तिथिप्रिय: | 

Mg कृत्वा ददद्‌ द्रव्यं गृहस्थोऽपि हि मुच्यत ॥ ? 


इति | केवलं परार्थाभिसंपिजात्‌ धर्मात परोऽकारात्मकफढ्लनेव अभिसंहितात्‌ पुनरपि 
देहस्य तदुचितस्थैत्र qma बोधिसत्तादीनां तत्तत्रज्ञानिनामपि | 


दृष्ट: अङ्गेष्वपि विश्रान्तिछाभः, खभावोचित्यात्‌ , यथा रामस्य dag पितुराज्ञां 
पाल्यत: | एवं TETAKAN मन्तव्यम्‌ | अत एव शान्तस्य स्थायित्वेऽपि अप्राधान्यम्‌ | 
जीमूतताहने त्रिवगसंपत्तरेव परापकृतिप्रदानायाः फलत्वात्‌ | अनेनेवाशयेन नाटकलक्षणे 
वक्ष्यते--- ' ऋद्विविलासादिमिगृणेः ? इति । अनेन हि ऋद्वितिलासप्रधानमर्थकामोत्तरं सत्र 
चरितं सकल्लोकहृदयसंत्रादसुन्दर्रयोजनं नाटके निवेहायितब्यमित्युक्तम्‌ | एतच्च तत्रैव 

¢ ` ` ` A वेशको विनि `~ 

वर्णायिष्पाम: | अनेनेव चाशयेन न MA कश्चन मुनिना जाः वेनि योक्ष्यते । तेन 
जात्यंशविनियागाभावात्‌ तदसत्त्वमिति प्रत्यक्तम्‌ | 
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अन्य त॒ जीमूतवाहनः “ कस्त पुत्र त्राता भत्रिप्यति? इति दारणाथिंनीं qunm 
त्रातवान्‌ | राक्तेश्चास्य न काचित्‌ | परहिंसा च न काचदित्येत्रमाहुः | तच्चानुमतमेत्र ; 
न हि बोधिसत्त्वानां पुन: अभ्युत्थानात्मकजीवितममिसंधानानुप्रविष्टं शक्तिश्रदेति | न च 
काकताहीयतृत्त्या शाख्नमुपदिशति | तत्‌ fud दयालक्षणो ह्ुव्साहो5त्र प्रधानम्‌ | 

अन्ये तु व्यभिचारिणो यथायोगं भवन्तीति। यथोक्तम्‌ “तच्छिद्रषु प्रत्ययान्तराणि 

संस्कारेभ्यः ! इति | अत एव निश्चष्टत्बादनुभावाभात इति प्रत्युक्तम्‌ | यदा त्‌ पर्यन्त भूमि- 
काळाभेऽनु भात्राभात्रः, तदास्य AINAT, रतिशोकादात्रपि पर्थन्तददायाम्‌ अप्रयोगरय 
युक्तत्वात्‌ || 

हृदयसंत्रादोऽपि तथाविधतत्तज्ञानबीजसंरकारमावितानां भवल्येत्र; यद्वक्ष्यति मोक्ष 
चापि विरामिणः' इति | सत्रस्य न सवत्र हृदयसंत्राद:, भयानके वीरप्रकृतरभावात्‌ | ननु 
ताइशि प्रयोग वीरस्य क आस्वाद: | उच्यत — aart निवध्यते, तत्रायं पुरुषार्थीपयो- 
गिनि श्रृङ्गारतीरायन्यतममस्त्येव | तनिष्टस्तेपामाख्ादः। यत्रापि प्रहसनादो aei: 
TATA तत्राप्पननिषादिरसान्तरनिष्ट एवाखादः | भिनभिन्नाधिकार्यासादोद्देश एवं रूपक- 
भेदाचिन्तने निमित्तमिति केचित | 

तरमादस्ति शान्तो रसः। तथा च चिरंतनपुस्तकेषु ' स्थायिभावान्‌ रसलमुपने- 
व्यामः? इत्यनन्तरे झान्तो नाम रामस्थायिभावात्मक इत्यादि शान्तटक्षणं पठ्यते। तत्र 
सत्ररसानां mama एवाखादः, त्रिषयेभ्यो विपरिवृत्त्या | तन्मख्यताळाभ: केवलं वासना- 
न्तरोपहित इति । अत्र समप्रकृतिः्वाभिधानाय पूर्वमभिधानम्‌ | छोके च पृथक पृथक्‌ सामा- 
न्यस्य न गणनमिति स्थाय्यरय gas नोक्तः | सामान्यमपि तु विवेचकेन पृथगेव गणनी- 
यमिति त्रिवेचकािमतसामाजिकास्त्रादळश्भणप्रतीतिविषयतया स पृथग्भूत एव | इतिहास- 
पुराणाभिधानकोझादा च नव रसाः श्रयन्ते, श्रीमस्सिद्वान्तशाब्रेष्वपि | तथा चोक्तम--- 

६ अष्टानामिह देवानां श्रङ्गारादीन प्रदर्शयेत्‌ | 
मध्ये च देवदेवस्य शान्ते रूपं प्रददायेत्‌ ॥ 

तस्य च वर।म्यसंसारभीरुतादयो त्रिभावा: | स हि तरुपनिबद्वे्रिक्षायते | tamatan 
दयोऽनुभाताः | निर्वेद्रमतिस्मृतिवरत्यादयो व्यभिचारिणः | अत ण्व ईश्वरप्रणिधानविश्रये 
भक्तिश्रद्वे स्मृतिमतित्थ युत्साहानुप्रवरिष्टेडन्यथेवाडूमिति न तयोः पृथग्रसत्वेन गणनम्‌| अत्र 
संप्रहकारका 
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मोश्चाध्यान्मनि मित्तस्तवज्ञानार्यहेतुसंयु क्तः | 
निःश्रेससधमयुतः झान्तरसो नाम AA: || 
तिभात्रस्थास्यनुभात्रयोगः क्रमात. विशेषणत्रयेण ददित: | 
र ei स्तं निमित्तमादाय शान्तादृत्पद्यते रसः | 
पुननिमित्तापाय तु शान्त एव प्रलीयते ॥ 
इत्यादिना रसान्तरप्रकृतिन्त्रमुपसंहतम्‌ | 
यत्त RÀ हास्यश्रङ्गापरिहारण "EC च वक्ष्यते, तत्रायं भावः | ' दीप्तरस- 
काब्ययोनिः ? इति भाविना छक्षणन रोद्रप्रधाने aay तद्विरूद्रस्य शान्तस्य संभावने 
न, किं निषेधेन | दान्तासम्भते तु दीप्तरसकाब्ययोनिरित्येतेन किं व्यतरच्डेथम्‌ ? श्वङ्गारहास्यचजै 
पड्सयुक्त इति ह्युक्ते तत्र प्रसङ्गः । ननु करुणबीभत्सभयानकप्राधान्यमनेन पादेन व्यवच्छेद्यत | 
dad, साचत्यारभटीवृत्तिसंपन इत्यनेनेत्र तनिरासात्‌ | शान्त तु सात्तत्येव बृत्तिरेति न 
तद्वयत्रच्छेदकमेत्रेतत | तेन डिमलक्षणं प्रत्युत दान्तरसस्य सद्भावे लिङ्गम्‌ | age 
प्रसमसेव्यमानः संभाव्य एव | तदङ्गं च हास्य इति तयोरेत्र प्रतिषेधः कृतः, प्राप्तत्वात्‌ | 
सत्रसाम्याच्च त्रिशतो वणदेवतामिधानमनुचितमप्यस्य तत्कश्पितमिति जेयम्‌ | ` 
उत्पात्तिस्तु शान्तस्यापि «fa | सत्वभावो हि हास्यस्सः (१) | विभावत्वेन चास्य वीर- 
बीभत्सो (१) | अत एत्रास्य रसस्य यमनियभेश्वरम्रणिधानादुपदेराः आभिनयोपयोगितया 
महाफलः सत्रप्राधान्यमितिवृत्तव्यापकत्वं चोपपन्नमिति अलमतिप्रसङ्गेन | 
ततत्वास्त्रादो$स्य कीददा: £ उच्यते --- उपरागदायिभिः उत्साहरत्मादिभिरुपरक्तं 
'यदात्मखरूपं तदेव त्रिरखोम्मितरत्नान्तराळनिर्भासमानसिततरसूत्रवद्‌ यदाहिततत्खरूपं 
सकलेषु रत्यादिषु उपरज्ञकेषु तथाभात्रेनापि सकृद्विभातोऽयमात्मेति न्यायेन भासमानं 
पराड्मुखतान्मकसकळदु:ग्वजाळहीनं परमानन्दलाभसंत्रिदेकत्रन काब्यप्रयोगप्रबन्धाभ्यां साधा- 
रणतया निर्भासमानं अन्तमुखातरस्थाभेदेन लोकोत्तरानन्दानयनं तथाविधह्ृदयं विधत्त इति | 
एते नवेव रसाः, पुमर्थोपयोगित्वेन रञ्जनाधिक््येन वा इयतामेत्र उपदेश्यलात | 
तेन रसान्तरसेमत्रऽपि पापदप्रसिद्धया संख्यानियम इति यदन्येरुक्तं ate | भात्रा- 
ध्याये चेतद्वक्ष्यते | आद्रतास्थायिकः स्नेहो रत इति aad | स्नेहो हबमिषद्र | स च 
सत्रों स्युत्साहादावेब पयत्रस्यति | तथा हि बालस्य मातापित्रादो स्नेहः भये विश्रान्तः, 
यूनो मित्रजने रतो, छक्ष्मणादेः Ma स्नहः धमत्रीर एव । एवं वृद्धस्य पुत्नादावपि 
द्रछन्यम्‌ | एघेव गर्धस्थायिकस्य लोल्यरसस्य प्रत्याख्याने सरणिमन्तव्या, हासे वा रतो वा 
अन्यत्र पर्यवसानात्‌ | एवं भक्तात्रपि वाच्यमिति | 
XVII 
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Translation 

The? nature of Santa will now be explained according to those who 
follow the reading nava rasah (nine rasas), (instead of the reading astau 
rasah). In this connection some say that Sama is the sthayibhava of santa 
and that it arises from vibhavas such as ascetic practices, association with 
Yogins, etc. Jt can be represented on the stage by anubhávas such as the 
absence of lust, anger, etc. Its vyabhicaribhavas will be firmness, wisdom, 
etc. Others however do not accept this, because, they say, Sama and Santa 
are synonyms. Nordo they wish to relinquish the figure of 49 bhavas* 
(that was given by Bharata). Moreover, they say that it is proper for the 
vibhavas such as the seasons, flowers, etc., to be connected with love, etc., 
which arise immediately after these ( vibhavas are apprehended ). But ascetic 
practices, Vedic recitation, etc., do not immediately give rise to santa. Should 


l. The text used here is that given by Dr. V. Raghavan in the revised edition 
of * The Number of Rasas ", published in I967, p. I04 f. All textual corrections will 
be found in the notes. 


2. The three largest discussions in the Abhinavabhárati are all in the sixth 
chapter of the NS. (All of the seventh chapter of the Abhinavabharati but the very 
beginning bas beeu lost, which is a great misfortune, since Abhinava refers to it fre. 
quently, it must have been a large and important section of the A. A. ). One deals with 
árigüra, the other ( ed. and tr. by Gnoli ) is on the arisal of rasa, and this is the third, 
But Abhinava was to some extent aware that there was something artificial about the 
$antarasa section, for he says : ye punar nava rasa iti parhanti, thereby clearly 
suggesting that this was a páthàántara, and not an established part of the text. ( Note 
that on page 83 of the Locana, Abhinava quotes the text of the NS that reads: ity 
astau १०८४८ rasah smrtáh, which shows that he must have regarded this as a more 
authoritative text ). He uses this same type of expression when discussing the god of 
Santa | buddha!) and the colour { svaccha). ( See also 4.50. p. 267 :तेन प्रथमं रसा: ते च 
नव । शान्तापलापिनस्त्वष्टाविति तत्र पठन्ति | This on NS. VI l5, which gives the list ag 
follows : 

शझड़ारहास्यक्रणा रौद्रवीरभयानकाः | 
बीभत्साद्भतस॑ंज्ञी चेल्यष्टो नाट्ये रसाः स्मृताः ॥ 

It ia odd that it never occurred to Abbinara to say that the figure 8 only applied 
to the drama, and that Bharuta might have sanctioned the ninth rusa for poetry, But 
of course Abhinava did not want to compromise even this much.) Now does Abbinava 
mean that he too “read” nava rasdh ? He must, for otherwise we cannot understand the 
sentence: tanmate áintasvarüpam abhidhiyate, But it is clear that be was uot the 
first todoso. (Cf. NS. on I. l, the A. Bh., p. 5, where Bhartaniyaka's view i8 quoted 
from the Zzdayadarpana ; इति छोकरोत्तरपरमपुरुषार्थसूचनेन शान्तरसोपक्षेपोऽयं भविष्यति!) 
It is, however, doubtful that he bad in front of him the text of the NS on śāntarasa 
as we have it, 

3. The forty-nine bhávas are: eight sthdyibAdvas, eight adttoikubhdvas and 
thirty-three vyabhicáribhávas, This means that the exact number of vibhévas ( which 
are really innumerable), and of anubhávas, is not given, Of course Bharata does 
mention, for each rasa, its anubhdoas as well as its vibhdvas, though he does not 
separately enumerate them in a Karika, 
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one argue! that ascetic practices, Vedic recitation, etc., are the immediate 
causes of the knowledge of the truth, then, since the knowledge of the truth 
which precedes (Santa) is their ( immediate ) effect, they cease to be the 
vibhavas of santa. Even the absence of lust, etc., cannot be the anubhava, 
because it is not conclusive evidence (of santa), inasmuch as it is found to 
be present in rasas other than Santa as wcll?, and because it cannot be 
combined with a stage-representation ( prayoga). After all, it is not possible 
to display a cessation of activity. For example, even the anubhavas sleep, 
swoon, etc., can be shown by actions like breathing in and out, falling down, 
lying on the ground, etc. (As for vyabhicarabhavas ), how can firmness of 
mind, etc., which is accompanied by a desire for the attainment of objects,’ 
be appropriate to Santa ? Those to be instructed cannot be taught how to 
attain the knowledge of the truth by means of a state of complete inacti- 
vity. Those people whose minds are pained by the sufferings of other 
people have not ( yet ) reached a state of tranquillity characterised by correct 
perception ( of the highest truth), but rather they are (still) caught in the 
turmoil of worldly life. Therefore santarasa does not exist. The reply is 





l. VsbAdra can be equated with karana, the immediate cause that arouse 
the stháyibháva of a rasa. The argument here then is that Vedic recitation, etc., do 
not immediately precede the stháysbhádva ( ıma ) of inta, The Parvapaksin’s point 
is that if Vodic recitation, etc., are the immediute causes of (at(oajflána, then thay 
cannot also bo the vi&h asas of Sánta, for they would be at one remove. 

2. This line, §intid vipaksad aoydertteh, is difficult, If we take vipaksa to 
mean ““ opposite " which is its usual meaning, the passage will make no sense, for 
then it will be saving that even in the emotion which is the opposite of &in/a ( i. e. 
“love ” ) there will be kámádyabhava, i. e., there will be no “love” in “love”! We 
will have to interpret vipak;s to mean “anythiag different from &inta, " i.o., any 
other rasa besides Santa, In other words, there is no Lima, etc., in such rasas as 
raudra and bhaydnaka, 

3. Práptavisayoparága. Pandit Srinivasa Shastri of the Deccan College, who was 
kind enough to read over some of the more difficult passages with us, says that upardgah 


here means sambandhuh, so that tho phrase will mean : यत्र विषयस्य संबन्धः प्राप्तो भवति | 
According to him, since &:intn is a state of no mental activity at all, how can there 
be any contact with vi;ayas therein ? But another interpretation is possible : dhrts is 
detined in the 7th ch. of the 3७. ( Vol. I, p. 363, VII, 56) as arising from, among other 
things, manora(halaábha, ‘These aro its vibhávas ( note that for Bharata the vyabhicd- 
ribhácas can become sthayibhavas and have their own vibhávas, etc., as Abbinava will 
point out later in this passage ). Its anubhávas are: तामभिनयेत्‌ प्राप्तानां विपयाणामुप॑- 
भोगात्‌ etc. Therefore we think itis possible to take uparágah simply in the sense of 
upabhogah, ““ pleasure,” and interpret as : * accompanied by a desire for the attain- 
ment of sense-objects ”. 

4. Wo interpret akincitkarateamátra hero as the complete absence of any 
action, which is supposed to result from the state of tattvajfiann. 


5. The point is that we can only sympathise with another person's pain if we 


still identify with tho body. For the Jiranmukta (i. e. the सम्यग्दरीनसमवस्थाप्राप्तपुरुष-- 
( Continued on next page 
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as follows :! Just as in this world there is the triology dharma, etc., so also, 
it is quite well-known that moksa too is one of the goals of life, and it is 
found to be taught predominantly in the sastras and in the Smrtis and itihasas, 
etc., by specifying the means leading to its attainment. Just as the states of 
mind that are proper to love, etc. and expressed by such words as sexual love 
( rati ) etc., by being made capable of being relished through the activity of 
the poet and the actor, are brought to the status of rasas such as $rzigara, 
etc., in relation to the spectators who are possessed of the proper sympa- 
thetic response ; in the same way, we ask you to tell us why the state of mind 
which is appropriate to the highest goal of man known as moksa cannot be 


— — — — — A 





Continued from previous page ) 

-—uote how this phrase samyagdarsana is often used in Buddhism in many] variations 
samygbodhs, etc.), such identifications are not possible, The main character of 
banta dramas is supposed to be paramakárunikatva, The Párvapaksin ohjects;that this 
kind of sympathy is found in worldly life and not in transcendental mystic states. 

]. We take atrocyate as Abhinava's own position. He is of course quite 
right in pointing out that mogka was already a well-known purusdrtha long before 
the VS. But that moksa should be prevalent in the smrtis and stihása does not, ipso 
facto, establish any connection of it with literature, We must remember that for 
people like Abhinavagupta, tho smrtis and itihásas were not litorature in the strict 
sense of the word. Nobody, of course, would have argued that santa in the sense of 
moksapurusartha does not occur in suol works. The point was whether it could occur 
in the far more refined Nàtaka* and Kávyas, Itsimply never occurred to these older 
writers that one can apply the term literature to many of these works, as well 
as to a large number of purely religious works, e. g. the Mahapavinibbánasutta in 
Pali, and several of the Sunskrit Maháyána Sutras, e. g., the Vajracchedika, or the 
Vimalakirtinirdesa ( not available in Sanskrit, but recently 80 beautifully translated 
into French by Professor Et. Lamotte). Even the Gita, in spite of the fact that 
Anandavardhana ( p. 293 ) quotes the verse yd nifi sarvalhitindm, atc., as un example 
of dhrani, was not really considered “literature” in the strict, and restricted, sense 
of the term that the Indians used it. This restriction was a great loss to the theory, 
for dhvani would have boon more faithfully served, in illustrations, by passuges from 
many of these religious or secular texts ( e. ir. the IirhatkathaSlokasangraha ) than by 
the Ndtakas and the Xavyas, many of which were artificially composed to conform to a 
given rasa and its definition by Bharata, One has only to think of some of the literary 
passages in the Upanisads (e.g. Satyakima Jibala, or Raikva with the Cart) to 
realise bow much the Indinns lost by such a restriction. If later writers like Jagan. 
.n&átba Panditaraja widened the definition of Advya ( remaniyarthapratipadakah £abdah 
kávyam ) it still does not mean that they went for their examples to this non-literary 
literature. Visvanitla comes closest when he says: vakyam rasdtmakam kavyam, 
but even he never uses the vast litorature that true obedience to such a phrase would 
-make available. It was only the Bengal school of Vaisiaviem that opened itself to the 
infiuence of religious literature, but its purpose was more religious than it was 
aesthetic, and was confined, for the most part, to such works ns the /Jhagavatapurána, 
(One thinks of some of the fino examples that Madhusüdana Sarasvati, a strict 
*Advaitin, chose froin the Bidyavatapurdna in his Bhiyavadbhakurasdyanam ), 
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raised to the status of arasa?! That state of mind just described is indeed 
the sthayibhava of Santa. But one must consider what its name is. Some 
say that it is complete detachment ( nirveda—world-weariness )? that is born 
from a knowledge of truth. For this detachment is quite different from the 
detachment that arises from poverty, etc., because its cause, viz. knowledge 
of the truth, is different. It was for this very reason ( i. e. because nirveda is 
the sthayibhava of santa) that it has been mentioned (by Bharata) midway 
between the sthayibhavas and the sancaribhavas (i. e. vyabhicaribhavas ).? 


l. ‘There seems to us no doubt in reading through the objectious made against 
fintarasa that the objectors bad areal point. There is something about Si that 
forces it apart from all the other rasas. Jt is true, us the Pürvapaksin argues, that 
we fiud that all people are open to love, to fear, to terror etc, (some more than 
others, and some only to curtain emotions of course — as Abhiuava points out in his 
commentary on the famous rasaeztra of the VS, we havo, iu the course of our 
many lives, experienced all of the primary omotions, the sthayibhávas ).. But santa is 
peculiar. Truly to be able to enjoy it, one must be religious (at loast this was the 
Indian viow ~ today we nro ory sophisticated : it is perfectly possible to be moved 
by a relisious spectacle without fooling primary “ religious sentimenta "), and if the 
áüntarasa experience truly takes placo during a drama, it must change our lives. It 
is uot like the other rasas, which simply enricb us, provide gruat scope for our imagi- 
nation, refine our sensibilities, in short do all the things that great literary oxperi- 
ences are supposod to do. It is not that it demanda १ suspeusion of judgment us do 
the other rasas, a momentary identilication with ditferont emotions. lt means a 
complete reversal of our porsonality, what the Buddhists call perdortts ( 866 tho con- 
troversial articlo on this word hy A. Coomarnswamy, ““ Transformation, Regenoration, 
Anagogy", in Festschrift Ernst Winterniz, I933). We believe that it was this 
difference, this sonse of the ** completoly other” in SJ! that bothered so many literary 
critics iu aaciont India, While one sympathises with their hesitation, one can also 
understand the point of view of people like Abhinavu, for whom tbose religious ex- 
periences were an integral part of their everyday life and especially of their literary 
life, Witness the groat number of hymna attributed to peoplo like Sankara, and the 
surviving ones of Abhinava and Ananda, Tho conflict, the real conflict, which we see 
as one between the secular-minded literary critic and the religious-minded literary 
critic, nevor really came out into the opeu, except in this one argument over Sit, 
for it was assumed, by all, that nearly everybody was religions. From our perspec- 
tive, however, it is clear that come critics were n:ore religious than others. 

2. Nirceda can tnenn two things : it cun have an ordinary, everyday sense of 
« disgust ", and it can have the more subtle and roligious sense of “ total detach- 
ment” from the world. Abhinava is here implicilty referring to this distinction. 

3. This is a very curious, and we believe, u very weak argument : Bharata has 
begun his list of the vyablicáribhdvas (VII. 28, p. 356 ) with nirvedaat the top ( tatra 
nirvedo nama déridryavyddht, etc. ). Now, it ia said by “some people" as reported 
by Abhiuava, that Bharata had great respect for the idea of the marigala, that is, bogin- 
ning a new topic with an auspicious word. Nireeda is not an auspicious word, 
therefore, Bharata ( since be cannot bo presumed to be iu error ), must have had some 
special intention in mind. According to these “some people" it is to show that 
nirveda is actaally a ethyáysbháva und also a syahhicaribhava, The view regarding 
the dual character of nirveda as both sthyayibhare aud vyabhicáribháva is expressed 
by Maiumaia in the K P, IV ( p. L6, Jhalkikar's ud. BORI — see his comments, p. 6, 
last paragraph ). 
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Otherwise (i. e. if nirveda had not been intended by Bharata as the sthayi- 
bhava of santa), the sage who had great regard for uttering an auspicious 
word at the commencement of a section of his work ( mangalika ) would not 
have mentioned nirveda at that place (i. e. he would not have put the 
inauspicious word nirveda at the head of the list of vpabhicaribhavas ). When 
Bharata forbade the use of disgust ( jugupsà ) as a vyabhicaribhava of Sragara, 
he sanctioned (by implication ) the interchangability of the characters of 
the sthayibhavas, the sancáribhavas, the sattvikabhavas, and the anubhavas, 
in the case of all the 49 bhavas as demanded by the requirements of a parti- 
cular situation and as presented by the power of words and their senses. 
Nirveda arises from knowledge of the truth and overwhelms the other 
Sthayins. For only that (emotion ) which is more highly stable than any of 
the other sthayins such as love etc. which can tolerate co-existence with a 
variety of emotions,” that alone (namely nirveda ), they say, can overwhelm 
other sthayins. 


They also raise the following objection : if nirveda which arises from 
knowledge of the truth, is said to be the sthayibhava of santa, [ this amounts 
to saying that knowledge of the truth is the vibhava (i. c. cause) of nirveda J, 
in which case how could vairagya (detachment) and similar other things? 
(e. g. samadhi, which have been mentioned as vibhiaras of nirveda) be the 
vibhava of nirveda ? If one were to claim that detachment, etc., become the 
vibhava of nirveda because they are the means of attaining to the knowledge 
of the truth, then it would mean that you are giving the name vibhava to 
that which is the cause of another cause,* and that would involve you in a 
great absurdity (since vibhava means the direct cause of a sthayibhava and 
not the distant or remote cause). Moreover nirveda is an attitude of reject- 
ing everything ( i. e. an attitude of not being attached to anything), and it 
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I. The poiot is that normally jwgupsá is the atháysbháva of bibhatsa, It ia 
not given in the list of the thirty-three vyabhicarsbhdoas, but tlie very fact that Bharata 
saya that it should not be used in love shows that he felt that it could be a »yabhicári- 
bhava na well as a athytiyibhrina. He therefore, felt that under certain circumstances, 
‘ordinary vyabhicáribhávas could become stháyibháprac, and stháyibhávas could be- 
come eyabhicáribhüvas. This is an important point. Abhinava has expressed a similar 
view in the Locaua on tho third Uddyota of the Dhoanyaloka, while commenting on 
bahündm eamavetünaám, on p. 386 of the B. P. ed. 

2. Bhavaicitryasahiseubhyah,“ which can tolerate co-existenco with a variety 
of emotions”. Does this moun that whereas rats, etc., can tolerate the presence of 
other stháyibhávas, uirned« the sthayibhdarva of sinta cannot? 

3. We take sabija to mean sadría, just as sajátiya is taken to mean sadré, 
Literally it moans '* coming from the same seed", i. e. the same source. The word 
dds in the compound vairágyausabijadisu (i. 6. vasrdgyasadrgesu) is redundant, We 
have, therefore, ignored it in the translation. 

4. Again, vibhdva cannot menn both “ cause " und * cause of tlie cause”. Bes 
page l2i, note l, 
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would on the contrary be helpful to the cmergence of the knowledge of 
the truth ( i. e. far from being the effect of the knowledge of the truth, 
it would be a cause leading to it), because a detached person will strive 
in such a fashion that the knowledge of the truth arises in him. And moksa 
comes from a knowledge of the truth. It is not that one knows the truth, 
and then feels detached, and from that detachment moksa would arise. For 
Isvarakrsna says : 


“ From detachment comes (only) prakrtilaya, (i. e. dissolution into 
the eight causcs, pradhana, buddhi, ahankara, and the pancatanmatras, and 
not moksa")! Objection : “ Everywhere one sees a very great detachment 
on the part of those who know the truth. Even Patafijali has said : 


“ Thereafter from that knowledge of the truth ( purusakhyati) arises 
an extreme aversion to the gunas (i.e. detachment)”. That is true ( bhavaty 
eram). But Patanjali himself? has said : ‘‘ Such detachment is really the 
highest state ( kastha ) of knowledge." Thus? then, knowledge of the truth 
( leading to aversion according to Yogasutra I. I6) means nothing but know- 
ledge of the truth reinforcing itself from state to stage.’ And so nirveda is 
not the sthayibhava of Santa. On the other hand, knowledge of the truth alone 
would be the sthayibhava. As for right perception, which will be mentioned 
(by Bharata) while describing nirveda as a vyabhicàrabhàva, as a vibhava of 
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]. Sdilhyakarska 45. This means that if a person has vatragya only, but no 
knowledge of the truth, he becomes, on his death, dissolved into the eight causes 
(namely, pradhana, buddhi, ahadkdra and the paü:a-tanmátras) bnt ho. does not 
obtain moksa, Thns,it would seem that Jévarnkrsna holds the view that vairágya 
does not directly lead to motsa. 

9. YFogaatira, I. i6. 

3. VyAsa's Bhasya on the Yogasitra, ( Anandaérama ed. p. 20). Patafjali, 
the author of the Mahübhaágya, is considered to be an incarnation of Sesa ( bhujanga- 
pibhn ). Therefore it would svem that Abhinava thought Patañjali the author of the 
Yogasntras to be identical with the Pntanjali of the JAMahdbha ya ( which of 
course he is not ). Raghavan haa pointed out ( p. I06) that the quotation is not 
from Patanjali, but from Vyasa. Did Abhinava simply make an error in tha 
ascription, or did he believe that Vyasa and Patanjali were one nnd the same? See 
V. Raghavan, ® Abhinavagupta and tho Bhdsya on the Yogae&tra ", A. O. R. Madras, 
Vol, XII, Part II, )938-39, 

4. This passare : कि dg तत्त्वज्ञानमेव स्थायी भवेत्‌ is Abhinava’s own position, 
Bhavet here must be used (according to Panini IIf. 3. LGA ) in the sense of bhavitum 
arhati. 

5. TattvajñAnamālā means a series or succession of (at(eajfiinas, The idea 
seams Lo be that the (a/tvajriZina referred to by the word purusakhydati in Yogaaitra 
I. I8 is a lower tattoajnana which grows or develops into a higher stage of tattvajriána 
{ referred to by the word yuraraitrsryan in the Vogasütru ). Idam tattvajriánam thero- 


fore would mean : गुणवतृष्ण्पठाब्दवाच्य तत्तज्ञानम्‌ । तत्त्वज्ञानमाल्यां परिपाध्यमार्ण would mean: 
पुरुषख्यातिशम्दवाच्येन तत्त्वज्ञानेन परिपोष्यमाणम्‌ , उत्तरोत्तरं प्रकर्षावस्थां नीयमानम्‌ | 
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nirveda, and which leads to the dissipation of the attitude of acceptance ( or 
attachment to unworthy objects) on the part of a person who has been 
deceived by a ‘delusion of long standing, as exemplified in the following 
stanza : 


“In vain did I milk a bull mistaking it for a cow bending under the 
‘burden of her full udder; in vain! did I embrace an ugly eunuch thinking 
him to be a young girl; in vain did I cherish a longing for a piece of glitter- 
ing glass thinking it to be beryl. All this I did when bemused as I was, I 
bowed to you, a miser unable to appreciate merit "— 


well, that perception of truth has been mentioned as a vibhava (cause) 
of only the ordinary kind of nirveda? whose nature is sadness ( arising 
from a realisation of one's stupidity in wasting energy in a worthless cause ).? 
-We will speak of this ( perception of truth ) there? (i. e. in the seventh 
chapter while commenting on the section on nirveda ). Objection : “ Attach- 
ment to the sense-objects is rooted in false knowledge. It will cease when 
knowledge of the truth arises.” This is what the revered Aksapada has 


. l. The second comparison in this poor verse (it is interesting that it is 
the only verso quoted by Abhinava in the whole $intarasa section. It is strange that 
he should have chosen to give no effective examples of éantarasa, considering that 
‘there was such a large variety to choose from, and it would have been very much to 
the point) is somewhat odd, for if the ** boy " was ldvunyarahitak, we can only 
assume that he was embraced due to inadequate lighting ! 

2 Samyayjfiána, therefore, means hero only a worldly kind of * right know- 
lodge " and is not used in the higher sense of the term. 

3. ‘This is a reference to NS VII, 28, pp. 356-357.  Abhinava's point seems to 
be that nirrerla as a ryabhicüribhava is the ordinary kind of worldly nirveda (khedari- 
panirveda ), while nsrrcda asa athiythhaca is à higher, philosophical nirveda. It ia, 
however, interesting to note that among tlie wihhivas of uirveda, Bharata mentions 
tattvajnána. At NS VII, 30 (6. 0. S. Vol. I. p. 357) Bharata saya: 

वाष्पपरिषुतनयनः: पुनश्च निःश्वासदीनमुखनेत्र: | 

योगीव ध्यानपरों भवति fe निर्वेदवान्‌ पुरुपः ॥ 
The idea here seems to be that nirreda is to be acted out by means of, among other 
things, absorption in thought ( 4Ayánaparatva ) similar to that of a Yogin. However, it 
does not follow that Bbarnta had any religious notion about nirveda while writing this 
stanza, although it is true that the term éatévajidna will then be puzzling. 

4. The promised discussion is not available. Unfortunately this section of the 
the seventh chapter of the Abhincrabharati has never been found. The editor ( Kavi) 
writes ( p. 347) : 

एतस्मात्प्रमृति नवमाध्यायपयंन्तं ब्याख्या नोपलब्धा | यदि लब्धभागस्य ग्रन्थान्तं मुद्रणावस्थाया- 
mag प्रयतमानानामस्माकं त्रुटितों घ्याख्याभागो नोपलभ्येत तदा महाग्रन्थसत्रविच्छेदामड़लपरिहरणाव 
सकुमारजनमनःपरिबोधनाय चास्माभिरेव रचितां व्याख्यां सवंथानुचितामप्यस्मित्रेव ग्रन्थान्ते योजयिष्यामः! 
However, Kavi did not live to fulfill his promise. 

"5. This is » referonce to Nydyastira, I.I. 2: दुःखजन्मप्रवृत्तिदो पमिथ्याज्ञानाना- 
मुत्तरोत्तरापाये तदनन्तरापायादपतर्गः | The upshot of the preceding argument based on the 

( Continued on next page 
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said in his Sutra beginning with the words duhkhajanma etc., when hc says 
that knowledge of the truth is caused by the removal of false knowledge and 
that it is further the cause of vairagya which is of the nature of the removal 
of all faults ( dosa) (such as attachment to worldly pleasures)”. “8० 
what ?” * Well, vairagya and nirveda are the same thing’ (and therefore, 
nirveda is the sthayin and tattvajnana is a vibhava )". Who says so ? For nirveda 
is a certain state of mind which is characterised by a flow of sadness, where- 
as vairagya is the complete destruction of raga, etc. (including Soka, i. e. 
vairagya is a higher form of detachment than is nirveda, for the latter is 
often used non-technically to mean simply “weariness” or ‘‘disgust” ). Even 
granting that vairagya and nirveda are indentical, still Gautama placed it in 
the midst of several ( other causes of moksa ) and did not mention it as the 
immediate cause of moksa ( for it is only the remote cause ), ( and so it does 
not follow that according to Aksapada nirveda, that is, vairagya, is the 
sthàyibhava of santa). Moreover! to say that nirveda arising from tattva- 


Continued from previous page ) 

sūtra of Aksapida is that mithyájfiánápacaya leads to tattvaj nina and tattvajfiáua leads 
to natragya. The opponent thinks that vairágya is the same thing as nirveda, Hence 
according to Aksapida rhe causal chain is: mithyajnünapacaya gives rise to tattvd- 
jidna which gives rise to uirveda. So, this means that according to Aksapáda, nirveda 
leads to moksa and bence, nirveda (and not tuttrnj fina) must be regarded as the sthdys- 
bháva of finta. Now, the opponent challenges the position that vairdgya and nirverta 
are identical, and then proceeds to point out the difference between nirveda and 
eairdgya. He says that nirveda is a particular attitude of mind which is of the nature 
of uno broken sadness ( f5Lapraráhaprasara ), while vatrdgya is the destruction of ragan; 
doesa, moka, etc. The opponent of kecinmsta (this refers to the view mentioned on 
p. I05 of Kaghavan’s text, that nirveda born of tattvajrlàna is the sthdyibhiiva of santa, 
seo foot-note 2, p. $23, above) first challenges the position that vuirágya and nirveda are 
identical. But then he concedes it for the sake of argument in the sentence bhavatu 
vå vairágyam eva nivvedah, Even granting that nirveda and ००75१7४0०0 are identical, 
it does not follow that according to Aksapida utrreda (i.e. vairágya ) is tbe sthayi- 
bhava of Santa. For although nirveda has a place in the causal sequence given above 
[the whole chain is: mithyáj/lánápacaya ) (i. e. tattmajnana fleada to dosápáya (i. ə- 
mrveda or vairdgya ), which leads to pravrttyapáya, which leads to janmdpaya, which 
leads to duh Lhaápáya, which leads to moksa }, still it is not actually stated in the Sitra 
to be the direct cause leading to moksa, but rather it is given as a remote cause 
(mokse addhye antrasthiniyald na pratyapadi ácóryena ) Thus according to the 
opponent of Lecinmata, the authority of Aksapada cannot be cited in support of the 
view that nirveda is the «tháyibhára of finta. For if at all aoytbiog is to be the 
sthdyibhava of finta, it must be tbe direct and immediate cause of moksa. 

I. Tbe question mark in Raghavan’s text after nuns carrdgyam nirvedah 
should be removed. 

2. This isa complex passage. Kimca tattvajfianotthito etc. is the position of 
the Siddhantin, that is, of ALhinava, It is an objection against the kectnmata (namely 
that .attvajfiónajanirveda is the stháyibháva of &iuta), The essence of the 
objection seems to be that the words denoting the sthdyibhdva and the rasa become 

| | ( Continued on next page 
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jnana is the sthayibhava of santa means that you are giving to Sama the 
name nirveda’. (Reply: ) sama and santa have been explained as synonyms 
like hàsa and hàsya (i. e. sthayibhava and rasa). (But the synonymity in 
the case of santa and Sama is only apparent and not real). There is a real 
difference between santa (the rasa) and Sama (the sthayibhava), for sama 
is siddha, an accomplished fact, while Santa is sadhya, Something to be 
accomplished ; Sama is laukika, worldly, while santa is alaukika, other-worldly; 
gama is sadharana, ordinary, while santa is asadharana, extraordinary.’ 
Therefore, nirveda cannot be the sthayibhava of santa. 


Others believe that only eight mental states have been mentioned ( by 
Bharata ), such as love, etc. Those same? mental states when depending on 
extraworldly vibhavas such as Sruta (study of the scriptures and especially of 
the Upanisads ), which are different from the ordinary ( kathita ) vibhavas, be- 
come indeed unusually lovely ( vicitra). And from out of their midst one can 
become the sthayin here (i.e. in the case of $antarasa ). Out of them ( tatra), 
rati alone, having for its object one's own Self consisting of undisturbed bliss, 
is the means of attaining moksa. And so, that rati itself is the sthayinin 
santa. For it has been said: 


ra 
— 
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synonymous, which is improper, The next sentence continues the view of the 


Riddbantin : AMAA: पर्यायत्वे तु हासहास्याभ्यां व्याख्यातम्‌ I and contains within it 
the objection that the Pürvapak;in might make, namely that há«sa and hásya are 
synonymous as well, Abhinava replies that this has already been explained. But now 
what follows does not make sense if it is explained as the view of the Siddbintin, 
For Abbinava says ; सिद्धसाध्यतया, लोकिकालोकरिकत्वेन, साथारणासाधारणतया च वलक्षण्यं शम- 
शान्तयोरपि सुलभमेव | Now these distinctions are well-known as being the major dise 
tinctions between the stháysbháva and vasa. The ethdyibhdra is always laukika, 
whereas rasa is always alaukika. The same thing would therefore apply to gama 
and Santa, namely one would be the laukikasthayibhiva, and the other the alaukika- 
rasa, Now why does Abhinava any this; for it only lends support to the Pürvapak;in ? 
Moreover taemán na nirvedah sthàyiti does not follow from it. On the other hand, if 
we take the words $amaáintayoh, otc., as «tating the view of the Pirvapaksin, the 
next sentence tasmün na nirredah stháyiti presenta a real difficulty, For if the 
Pürvapak:in is speaking, and has just made a valid point, it makes no sense for the 
Siddhantin to reply by saying : * therefore our position is proved ”. Thus both solu. 
tions are unsatisfactory. 


l. Note that on p. 268, Vol. III, NS, nirveda is given as the stháyin of 
banta ! 


2. We cannot ascertain any difference between laukila and alauktka on the 
one hand, and éidharana and asadhárana on the other, such that Abbinava would be 
justified in using both terms. Surely sadhadrna and laukiku menn precisely the same 
thing. 


3, Raghavan reads tata eva, But the Baroda ed, has (aeva (i.o. te eva) 
which seems to us a better reading. 
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“That man whose love is centered in the Self, who is gratified in his 
Self, and who takes all delight in the Self — for such a man there is nothing 
any longer to be accomplished ”.! 

In the same way,’ any of the sthayibhavas beginning with rati and 
hasa and ending with vismaya can be explained as the sthayibhava of santa, 
because we find that a person attains to liberation if he realises the oddity of 
everything in the world (kasa); if he sees that the whole world is lamentable 
(Soka); if he perceives the happenings in the world as harmful to his spiri- 
tual well-being ( and, angry with them, desires to conquer them ) ( krod/ia ); 
if he resorts to extraordinary energy dominated by the absence of delusion? 
(in order to overcome worldly temptations) ( utsaha); if he feels afraid 
of all the objects of the senses ( bhaya ); if he feels disgust for young women, 
etc., though they are desirable for all other pcople ( jugupsa); if he feels 
astonished at his unprecedented realisation of his own self ( vismaya ). 
And Bharata agrees with this position. For while ( Bharata ) enumerates 
particular b/iavas by using words like rati, etc., and includes thereunder 
other varieties of the same by using the word ca, he does admit’ their 
ability to lead to liberation, provided that they are the result of extra- 
ordinary causes (i.e. vibhavas) different from ordinary causes. But in 
the case of those pcople who hold this view ( namely that any one of the 
sthayibhavas such as rati, etc., can be the sthayibhava of Santa), the differ- 
ent sthayibhavas would cancel each other out and so not even one of them 
could be regarded as the sthayibhava of Santa. lf itis said that the different 
sthayibhavas can be the sthayibhavas of santa because of the different 
approaches leading to it, that is (as good as) already refuted.  ( Further), 
because of the different sthayibhavas of Santa depending on the approaches of 
the persons concerncd, there would be an infinity of santarasas. If it is said 


ऊ 


]. Gia, III, 7. 

2. All eight of the stháyibhávas can be accepted as the athdyibhdras of binta- 
rasta. For instance, Ass can become the sthádysbháva of gauta, if wo look at every- 
thing around us as eatkria, ** odd " or ** deformed" ( vote that the Vidü:saka, the 
main representative of Aasa, is described in the texts as being deformed and there- 
by amusing |), eto. Rati is considered in the sentence immediately preceding the 
quotation from the Gia. 


3. Asammoha is one of the uddipanavibhdoas of virarasa. Beo NS, Vol. I. 
p.378. Cf. Abbinara's explanation of Ananda's mazga:agloka of the Dhvanyáloka, 
p. 7, K. Bastri's ed. 


4. Ca referto NS., VI. l7, which enumerates the eight sthágibhávas and 
uses a ca after hádsa and Soka. According to Abhiuava, the uso of the partioleca is 
intended to convey the inolusion of other varieties of the eight atháytbhdvas, It is not 
however olear what theso varieties are. 

$. Doesetad (in na castan muner na sammatam) refer to the interchangeabi- 
lity of vyabhicáribhácas and athiysbhdras; or to the fact that the sthayibhGéras of 
other rasas can induce an attitude leading to moky;a ? 
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that there would be only one! santarasa ( and not countless santarasas ) be- 
cause of its being the cause of one single result, namely moksa, then even 
vira and raudra would have to be regarded as one rasa because both lead to 
one single result, namely destruction ( of one's enemy). Others say that all 
the sthayibhavas, rati, etc., become merged together, just as ( different flavours 
merge together) in a beverage,’ and when so merged they become the 
sthayibhavas (of santa). But because different states of mind cannot co- 
exist at one time, and because (some ) are mutually antagonistic, even this is 
not a very attractive thesis. 

What then is the sthayibhava of santa ? The reply is as follows :? 
knowledge of the truth alone is the means of attaining moksa and so it would 
be proper to regard that alone as the sthayibhava of moksa.“ Knowledge 
of the truth is just another name for knowledge of the Self. The knowledge 
of any object other than the Self is the knowledge of worldly objects. For 
anything that is different from the Self is nothing but non-self. Our teacher 
has dealt with this at great length. And we have gone into itin some detail 
elsewhere, and so at this moment there is no point in dilating. Therefore,’ 

J 








l. Eko rasah means $ántarasa since the whole of the preceding discussioo 
is concerned witb $iutarasa und is intended to show how all the sthaáysbhávas can be 
connected with &intarasa. To this it was replied, on p. I08, that (I) tbo different 
athiyibhdvas would cancel one another out, with the result that there would be not a 
single stháyibháoa for santa, and (2) aucb a view would lead to not one rasa (called 
éintarasa ) but to an infinite number of $autarasas depending on the divergent atti- 
tudes and approacbes of different persons. The opponent replies to this by saying that 
since all these sthágyibháras ( helping the emergence of $antarasa ) would lend finally 
to moksa. there would not be an infinity of sintarasas, but only one. To this the reply 
is given on p. ID9: * In that case since both vira and raudra lead to a single result, 
namely destruction of one's eneiny, they too would bave to be regarded as constituting 
a single rasa ", But we are not absolutely certain of this interpretation. 

2, The comparison witb pánakarasa is used again and again, botb in the 


Locana and in the Abhinavabharati. Cf. A. Bh, p. 286 : पानकरसास्वादोऽपि कि गुडमरिचादिपु 


दृष्ट इति समानमेतत्‌ See also the VS. Vol. L, p. 287 U. 
3. After ucyate begins the siddhaáuta view. 


4. The word moksa in the phrase : इति qum मोक्षे स्थायिता युत्ता is odd. One 
expects Sante. 

5. आत्मनश्च व्यतिरिक्तस्य विषयस्येंव ज्ञानम्‌ is very clumsily worded. We think the 
distinction is between knowledge of the Self and ordinary knowledge (cf. the Gita 
distinction between vijfiána and jfiána ). Whatever knowledge is different from the 
Self is simply worldly knowledge, jAauam. The next sentence, paro hy evam alma 
andtmaira syát is also very clumsy. How are we to understand paro? We would 
expect the noun governed by this advecb to be in the ablative: “ different from the 
Self". Raghavan records the reading aátmaná, instrumental singular, which would 
also be irregular, but somewhat better than the nominative, Note that we read risaya- 
ayaiva instead of virayasyeva. 

6. ltisimportant to realise that at this point Abhinava abandons practical 
considerations of drama, and gives the philosophic base underlying his views on Santa, 
It is not different from the philosophical justification of an Advaitin — the additions 
from bis school of Kashmir S'aivism are very slight, ' 
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the Atman alone possessed of such pure qualities as knowledge, bliss, etc, 
and devoid of the enjoyment of imagined sensc-objects, is the sthayibhava of 
Santa. ts status as a sthayibhava should not be explained in the same terms 
as the status, as a sthayibhava, in the case of other sthayibhavas (i.e. there is 
a great difference between the Afman's status as a Sthayibhava and the other 
sthayibhavas’ status as sthayibhavas). For rati, etc., which arise and dis- 
appear due to the emergence and disappearance of their respective causes, are 
called sthayibhavas in so far as they attach themselves for some time to the 
canvas! ( wall) in the form of the atman which is of an unchanging nature 
relative to them. But knowledge of the truth is the canvas behind all emotions, 
and so itis the most stable of all the sthayibhavas. It transforms all the 
states of mind such as love, etc., into transitory feelings, and its status as a 
sthayibhava, having been established by its very nature, need not be specifi- 
cally mentioned. And therefore it is not proper to count ( knowledge of the 
truth ) separately (in addition to the eight sthayibhavas). Between a lame 
bull and a dehorned bull,? bullness ( which is the generic property present in 
both of the bulls ) is not considered as a third thing. And so the number, viz. 
forty-nine, of the bhàvasis not disturbed. Should one demand to know why 
then knowledge of the truth is separately considered (as a sthayibhava ) 
(by me, Abhinavagupta ), we reply that it is so because it can be separately 
enjoyed. For whereas rati, ctc., can be the subject of ordinary perception 
(in their pure form), without being mingled with anything else, the nature 
of the Self is ( of course ) not the subject of ordinary perception in its pure 
form without being mingled with anything else, the way rati etc., are. (But) 
even though in its pure nature! it is of an indeterminate form, still when 
it is investigated at the time of the return from abstract meditation, it in- 
variably appears as iningled with various mental states. 

Or? let it appear like that ( i. e. let the nature of the Self appear as 
you say, soiled by the various mental states ). Still you cannot consider as 


l. Is this comparison of the Aman to the canvas of tbe painter found elae- 
where? We know that it occurs several times in the Yogavásisthamahárámaáyana. 

2. Munda cannot of course mean shaven bore. Tbe practice is to cut the borna 
of bulls so that they cannot harm anyone. ` 


3. The reading as printed by Ragbavan is: अस्यापि कथं a पृथग्गणनेति चेत 
पृथगास्वादायोग[दिति ब्रूमहे | But he notes readings in M. & G. which have: अस्यापि md 


पृथग्गणनेति चेत्‌ पृथगास्वादयोगादिति त्र्मद्दे | which seems to us to give a more rational 
sense. As for the next sentonce, we think it means that tho Amun is not laukika- 
pratitigocara as is rati, etc., because it is not mixed with any other form, 

4. Svagatam means, according to Srinivasa Shastri, srasmin atmani, 

5. On eyutthana, see Yogasütras, If]. 9, and ILI, 37, 

6. It would appear from this concession, bAásatáz od loke tatha, that this is 
Abbinava speuking. This means that the last sentence iu the preceding paragraph 
must belong to tbe l'ürvapakjin. But what precisely lis point would be, we fail to see, 
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sthayibhavas all possible stable moods of the mind, for they are of no use so 
far as the (eight) rasas actually mentioned (by Bharata) are concerned. 
They rather deserve to be regarded as transitory feelings and not otherwise 
(i. e. not as sthayibhavas). And thus only can the statement ( praghattaka) 
that there are in all forty-nine bhdvas be justified. This nature of the Self 
cannot be said to be transitory because it would be impossible, unimagi- 
native (avaicitryavaha ) and improper. Sama is the nature of the Self. 
Bharata has designated it (i. e. the nature of the Self) by the word sama. 
lf that same (nature of the Self) is called sama or nirveda, there is no 
objection. Only (note that) sama is a different (kind of) state of mind 
(altogether). And this ( special) nirveda is ( only apparently) similar to 
the nirveda that arises from other causes such as poverty, etc. Although 
their causes are different, (nonetheless, because) they arc similar, they 
are both called nirveda. This is similar (to what takes place in) love, 
fear, etc. (?)! Therefore the nature of the Self is itself the knowledge of 
the Truth, and it is also tranquillity. Further (tatha ca) rati, etc., are 
(only) particular dark colorations ( kalusyoparagavisesah ) of the Self (or 
of Santa?). Having by means of continued concentration realised its form as 
being pure, though connected with them (i. e. rati, etc. ), there is even at the 
time of withdrawing from meditation ( vyutthàna ), complete tranquility (of 
the spiritual aspirant, the sadhaka). As has been said : prasaatavahita sam- 
skarat?. This entire collection of ordinary and extraordinary states of mind 
can become the helper of the major (emotion ) known as knowledge of the 
Truth. Its anubhavas are anubhavas helped by yama, niyama, etc., and also 
the svabhavabhinayas* which will be described in the three chapters begin- 
ning with upangabhinaya. And so they (i. e. these anubhavas ) are concerned 
with santarasa itself. This itself is its nature (i.e. the nature of santarasa ).‘ 
The vibhàvas are the grace of God, etc.” And love etc., which are soon 
to be completely destroyed, can be aesthetically enjoyed in santa (as 
subsidiary, momentary elements ). Just as the vyabhicari “eagerness” appears 
‘as important in love-duriug-separation or even in love-during-union, as said 
in the phrase: ““ love whose festivity never comes to an end ”;° and just as 
augrya, a vyabhicarin, appears as prominent in raudra; and just as nirveda, 


a aa aga aaa 





l. We simply 080000 understand the simile ratibhayádiriva. 

9. Yoga«sutra, III. I0. But we cannot understand what bearing this has on 
the word prasaántatà used by Abhinava in the preceding sentence. 
d 3. We caunot make out what srabhásabhinaya means. The phrase updayd- 
bhinayádyadhyaáyatraye refers to chaps. VIII, IX, and X of the Ns 

4. We are not sure we have understood ayam eva hi arabhàvah. 
5. Drop the comma after parameácaránugrahaprabhrtayah and add a 
full stop. 

6. Topasavatsardja, lI. l4. 
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dhrti ( firmness of mind), trasa ( fcar ) and harsa ( joy ), though really vyabhi- 
caribhavas, appear as prominent in karuna, vira, bhayanaka and adbhuta; so 
in Santarasa, jugupsa ( disgust), etc., appear predominantly, since they are 
completely opposed to love.! For in the mahavrata (ceremony ) one carries 
about a human skull .......... (obscure ).? At the time of begetting a son 
(by a widow ) from her brother-in-law, anointment of one's own body 
(with oil) has been recommendcd with a view to creating a sense of dis- 
gust. For the man who has done all that must be done with regard to his 
Self, (i. e. who has realised the true nature of his Self), his efforts are all 
for promoting the good of other people, and so his energy takes the form of 
an effort that is prompted by the wish to help others. This isa synonym 
for compassion, and it is very intimately connected with santa. And so some 
people call Sintarasa, dayávira (compassionate heroism) and some call it 
dharmavira (religious heroism) because of the intensity of this energy 
(utsaha ) which becomes its vyabhicaribhava. 


Objection : “ Energy is based on egoism as its essence, whereas santa 
consists primarily in a loosening of egoism. " (Reply: ) It is not improper 
for an cpposing mood to be a vyabhicaribhava (in Santa), for we find, for 
instance, nirveda (as a vyabhicaribhava) in love. In the verse “ With the 
forest-ground overgrown with grass as my bed "* and other similar stanzas, 
we find a high degree of utsáha in helping others. There is no state that is 
devoid of wtsaha. For in the absence of desire and effort, one would be like 
astone. And so because one has understood the higher ( Self ) and the lower 
( Self ), there is nothing left to do with regard to one's own Self, and therefore, 
for those whose hearts are tranquil, to give their all-in-all, i. e. to give their 
bodies, for the sake of helping another is not contrary to santa. ‘ One should 
preserve one's self "5, such and similar advice is meant in the sense of 
guarding one's body and is meant for those who have not realised their 
Self, because ascetics are not concerned with guarding their bodies at all. 
For it has been said : 


]l. The main point of this arrumont escapes us. 

2, As Raghavan has noted, this passage is extromely corrupt. We are unable 
to make any sense of the lines तथा f& netaa नृकपालादिधारणमस भार्या दिसमु दायादि= 
विस्तारसंक्षेपातिकमोक्ृतिहि MA । 

3. This is a reference to the fact that when levirato takes place, it ebould be 
without any sexual desire, hut only for the sake of procroation. Therofore, in order 
to create a sense of disguat for the body, both partners smear themselves with foul- 


amelliny oil. Jayaratha quotes a verse on this subject in his commentary to the 
Tantrdfoka, Vol. XI, p. 73. (Part II). 


4. Ndgdnanda IV,2 


b. Gautamadharmaanütra, Y. 9, 35. 
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“ The life~breaths ( pranah ) are the cause of attaining dharma, artha, 
kama and moksu. When they are destroyed what is not destroyed ? When 
they are guarded, what is not guarded ? ( i. e. all is guarded ) " 


In this stanza the motive ( nidana ) for the preservation of the body is 
shown to be its capacity to achieve the well-known four goals of life. In 
the case of the man who has realiscd his Self ( however ), it is ( often ) heard, 
in the context of samnyasa that he should throw his body into water, fire or 
apit.” Thus the idea is that (since) somehow the body is to be renounced 
(sometime or other ), if it be given up for the sake of another, what would 
not be achieved? (i. e. so much is thereby gained). Should one argue that 
Jimutavahana and others were not ascetics, we should ask how that matters to 
us?? Certainly they had attained to knowledge of the Truth. For it would 
be inconceivable that those who consider their body as their soul should 
abandon for the sake of others the very body which is ( to them ) their all- 
in-all, for (in their case there would be no) urge for dharma, etc. In a 
battle, a warrior hasno intention of abandoning his body (for a religious 
cause), but rather he enters (the battle) only in order to conquer his 
enemy. (In suicide) by jumping off a cliff, etc., the main (purpose) is the 
desire to attain a more beautiful body in the life to come. Therefore what- 
ever deeds, beginning with the imparting of (spiritual ) advice and culmi- 
nating in the renunciation of one's body, are performed in order to achieve 
the benefit of others and without reference to one's own benefit, are certainly 
inconceivable in the case of people who have not attained to a knowledge of 
the true nature of the Atman. And they (i. e. people who do these deeds ) 
are also knowers of the Truth. For those who know (the Truth), there is 
liberation in all the (four) stages (asrama) of life. This is (what is taught) 
in the Smrtis and in the Srutis. As has been said: 


“A man who is attached to worship of the gods, who is grounded in 
the knowledge of the Truth, who is gracious to guests, who, having perfor- 
med the ceremonial rites to his anccstors ( $raddha ), gives out wealth, even 
though he be (only) a house-holder, (this man) is freed ".* 


However (kevalam ) in the case of Bodhisattvas, etc., although they 
have known the truth, there is, because of their religious (or righteous) 
actions springing from a desire to do good to others and expected by them to 





— - ———— - 
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|. Not traced. 


2. Weshould keep in mind the legend, still current in Kashmir, ( 866 Pandey, 
* Abhinavayupta °, p. 23) that “one day Abhinavagupta ............ along with twelve 
hundred disciples walked into the Bhairava cave and was never seen again. ” 


3. Jimütaváhana was a Vidyádhara. Abbinava replies : so what? 


4. Not traced, 
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result in the benefit of others, a reappearance of a body appropriate to that 
(i.e. to those actions that they have performed ).! 


Even in the case of rasas which occupy a subsidiary position ( in a 
poetic work ), the attainment of “ repose”? (i. e. aesthetic enjoyment) is 
met with, because that is only appropriate to their nature (as rasas ). For 
instance, (in the Ramayana), in the case of Rama when he obeys 
his father's orders (and goes into exile ), repose is met with in this, 
though this aesthetic repose is only subsidiary. The same should be under- 
stood in the case of Srngara and other rasas ( when they occupy a subsi- 
diary position in a poetic work). Hence although $antarasa? has come 
to stay* (in the Nagananda ), it is not the major rasa, because ( in that play ) 
the achievement of the three goals of human life ( dharma, artha and kama), 
with special emphasis on helping others, is the final result in the case of 


——— - = - —--- - = 


l. We cannot decide whether this means that Bodhisattvas and others 
who give up their bodies for the sake of others are reborn on earth, i. e., whether thie 
contains a veiled reference to the famous apratisthitanirvdra theory (on which see 
B. Lévi's tr. of the Sitrálaánkára, IIT, 3, note 4 — in brief a Bodhisattva never enters 
Nirrdna but is reborn again and again svdtantryera in order to benefit mankind ) ; or 
whether Abhinava means that Bodhisattvas, etc., receive an appropriate body in 
heaven, Or could he even mean (since heaven is » rather crude notion for Bodhi- 
eattvas and Jivanmuktas ) that the Bodhisattvas receive the dharmakaya ? 

2. Vabrdntilabhuh really means rasapratitih. 

3. A passage from the A, Bh., Vol. II, p. 45] (nbhydyal$8) has an important 
bearing on this issue. Here is the Sanskrit text : 

एवं तावद्वीररौद्रशक्कारा यथास्वं (कि) पुमर्थत्रयप्राणभूतत्वेन वर्तमाना, cag प्रयोगेषु शान्त- 
बीमत्सरसी तु चरमपुमर्थयोगात्‌, तत्र च सवस्य नाधिकारो, अपि कस्यचिदपश्चिमजन्मनो5धिकारात्‌ | 
नाटके ययपि तत्फलप्रधानतया प्राधान्यमवलम्बेयातां, तथापि नासौ प्रचुरप्रयोग इति तयो: पुरुषार्थ- 
प्रवरप्राणितथोर्राप वीरादिरसान्तराद्यावापेनावस्थापनम्‌ | एवं तावत्पुमर्थविषयो रूपकरसविषय एव परमार्थतः, 
तथापि त्वितिृत्तवैतत्याद्रसान्तरप्रयागाऽपि तदङ्गतया तत्र भवति | 

The passage has been translated by Professor Wright, BSOAS, Vol. 26, 963, 
p. II5: “ Thus vira, raudra, grigdra (are used there) respectively, occurring in 
these works by being engendered by ( the aims of the character portrayed ) dharma, 
ariha and kama, while santa and bibhatsa occur in connexion with moksa. But not 
every character can carry the main role in tbis (latter ) case, only the occasional 
saint, Although in the náraka, $inta or bibhatsa may be the principal rara when 
mola ie the principal goal, this is not a common practice, so they, although en- 
gendered by the best of human aims ( the cbaracter's pursuit of moksa ) are consider- 
ed subordinate to the other rasas — vira, raudra, and árágára, Thus the main rasa 
of a drama is really governed by the purusártha it portrays, but other rasas occur 
in support of it as a result of the variety of subject matter included. 

4. What does Abhinava mean by अत एव शान्तस्य स्थायित्वेऽपि अप्राधान्यम्‌ १ 
How are we to take stháyitra ? We can translate as ‘ firmly entrenched ”, i, e., 
Abbinavagupta is simply insisting that &«ntarasa ia actually present in the Nags 
sanda, 

iX 
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Jimütavahana.! With this thought in mind, Bharata will say (NS, XVIIT. II) 
while defining a Nataka, that “ it is possessed of qualities such as wealth, 
flirtatious ways, etc. ".? This means that a dramatist should introduce 
into the Naraka all kinds of actions in which opulence and flirtation are pre- 
dominant and in which emphasis is placed on the two goals of life, artha 
and kama, because such actions have the charming purpose of winning a 
sympathetic response from all people (i.e. because such actions have a 
universal appeal). We will describe this in that very section ( dealing with 
the definition of a Naraka). With this in mind, Bharata will not prescribe 
any jatyamsaka in ganta.2 Hence the view (of some) that Santarasa does 
not exist in as much as Bharata has not prescribed any jafvamsaka in its 
case, is refuted. 


Others however say : “ Jimütavàhana saved an old woman who needed 
protection, and who said: “Oh son, who will save you?’* He had no 


l. By saying that banta is apradhdana, Abbinava is not necessarily saying 
that $antarasa can never be »radhana, but only that it is not the pradhánarasa in this 
particular play. But it is an odd statement, since if any emotion is prominent in the 
Nágánanda it is $ánta. Brigära is brief in its appearance, and vira almost non-existent, 
Perhaps Abhinava was conceding a point belaboured by his critics, But if he does not 
allow Sdntarasa as pradhona in this play, where was it pradhaána? For this is the 
only play Abhinava quotes in the context of áüntarasa, and indeed the only play that 
all the early writers quote. Therefore, by implication, it would seem that Abhinava 
concedes that finta is never the pradhanaraaa in drama, But thon what does he mean 
by saying that it is the most important (and he uses the very word pradhdna ), of all 


the rasas * See Locana on the third Uddyota, p. 394 : मोक्षफलत्वेन चार्य परमपुरुषार्थ निए्ठत्वात्‌ 
सवेरसेभ्य: प्रधानतमः | 
2. NS., XVIIL II (G.0.8., Vol. II, p. 488) : 


नानावि भूतिभिर्युक्तमाद्वेबिलासादिभिर्गुणेश्चेव | अद्भप्रवेशकाक्यं भवति fe तन्नाटक॑ नाम ॥ 

* That which is called ná:a£a is accompanied by diverse kinds of spendour (i. e 
according to Abbinava, by the magnificence of dharma, artha, kama and moksa) 
( in general ), and ( in particular) it is possessed of such qualities as wealth, flirtatious 
ways, etc. It is rich in azkas ( acts) and praresaks (minor scenes ) ". 

3. The topic of the jatyam$skas is discussed in stanzas l-3 of the NS XXIX 
( Vol. IV of the G, O. 8. ed. ). This same objection is raised in the A. Bh., Vol. IV, 
p. 78: nanu $áutárase na kenacid amgakena gánam uktam, The reply that Abhinava 
gives is curious : vis marana&lo! sy, smrsryase(te) uktam hi = na fántarasapradhánataà 
prayogasya bhavats, aato’ps {surely we must read sann apt) hi rasantaroparalkta 
eva prayogayogyo ndnyatheti, But where has this boen said? Not in the NS itself. 
Nor do we find this actually quoted in the A. Bh. Perhaps Abbhinava is in fact 
referring to this idea (and not the actual words) as explained in the 4. Bh. in the 
éintarasaprvakarana, The passage is puzzling. 

4. Naginanda IV, 0, Saükhacüda'e mother is speaking, asking who will save 
her son: हा पुत्रक, यदा नागलोकपरिरक्षकेन वासुकिना परित्यक्तोऽसि तदा कस्तेऽपरः परित्राणं करिष्यति ? 
Just at that moment Jimitavabana appears ( uanv aham ) and offers to help (amba, 
má bhaisih). The mother had said she would end her own life as well (IV, under 
v. 20 — tad thaiva toaya saha marisydmi), so Jimitavahana saves her life by his 
action too. 
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power. He wanted to harm nobody." We agree with this. Should it be 
further argued that there is no power, .... .. of Bodhisattvas (?). But the 
Sastra does not teach by means of kakataliya(nyaya) (?).! Therefore it is 
proved : utsaha is principally intended ( in this play and therefore vira is the 
major rasa), and it is characterised by compassion.” (In the Nagananda) 
other moods ( like love for Malayavati, detachment, etc.,) become subsidiaries 
according to the circumstances ( yathayogam ). As has been said: 
तच्छिद्रेषु प्रत्ययान्तराणि संस्कारेभ्यः । ˆ 

And so we have refuted the contention that anubhavas cannot exist because 
of a complete absence of action (in the case of the man who is Santa), When, 
however, one has reached the culminating state ( of Santa) and all anubhàvas 
are absent, this ( Santa ) cannot be represented. In love and sorrow, etc. also, 


in the culminating stages, it is correct that there is no possibility of represen- 
tation. 


Sympathetic indentification however is possible for those who have 
( planted ) in them the samskaras that are the seeds of such knowledge of the 
Truth. As Bharata will say : 


“ People devoid of passion ( take delight ) in moksa ”.$ 


l. Saktá cásya na kdcid to $ástram upadiáati : we cannot, in spite of 
repeated attempts aod devious explanations, make any sense of this passage. 

2. This is very curious, for in the Locana ( p. 393) Abhinava has said that 
dayávira, is only another name for §:intsrasa and that it is not to be regarded as a 
variety of virarasa, since Bharata has recognised only three varieties, dananira, 
dharmavira and yuddhavira, Now he has just said that Sdntarasa is not the 
pradhánarasa of the Naydnauda. But dayávira is. How are we to solve this con- 
tradiction ? 


3. Does this passage, anye tu vyabhicdrino, otc., mean that in the Náyga- 
nanda other emotions like love for Malayavati, detachment, etc., become subsidiary 
to daydoira according to circumstances ? 


4. Yogasitra, IV. 27, We don't know what Abhinava means, 
5, What is the culminating stage of Aarurarasa — death ? 


6. This is NS., XXVII, 58. It is one of Abhinava's most important reasons 
for thinking that Bharata really did feel that there was such a thing as moksa that 
could be dramatically treated and displayed on the stage. Here is the verse : 


gafa तरुणाः कामे विदग्थाः समायाश्रिते । अर्थप्वर्थपराश्चेव मोक्षे चाथ विरागिणः ॥ 

“ Young people are delighted with ( watching spectacles of) love, the learn. 
ed with ( watching spectacles concerned with ) doctrinal matters ( philosophy ), those 
interested in wealth are delighted with (watching spectacles concerning ) material 
gain, and those without passion are interested in ( spectacles dealing with ) moksa ". 

This is certainly curious, for one wonders just where Bharata would include such 
spectacles, i. e. uuder what rasa? It is odd that he 3bould be silent on such an 
important point. Perhaps the verse is not by Bharata himself. Note verse ô! : 

धर्माख्यानपुराणेषु वृद्धास्तुष्यन्ति निल्यरा: । 

What would the rasa be of such dharmakhyanas and puránas ? 
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( After all, ) not everybody is always sympathetic to everything. For 
instance, a man whose nature is heroic ( will not sympathetically identify with 
a character ) in bhayanaka. Objection : “ How can a heroic type of person 
take any delight in such a presentation ? "! The reply is : in a work 
where this (Santa) is presented, surely there is one or other of the (other 
rasas) such as §rngara, vira, etc. since the work is intended to be 
useful to the goals of life ( other than liberation ). Its aesthetic relish is 
grounded in Santa (however ). In Prahasanas, etc. too, where hasya, etc., 
are principal, the aesthetic relish is grounded in other rasas which arise 
in their wake (anunispadi). According to some, the justification for the 
exposition of the different drama-types is the intention to cater to aesthetic 
enjoyment in the case of different kinds of spectators ( adhikàrin ). There- 
fore $àntarasa does exist. And so in (certain) old manuscripts,’ after 
the passage? “ we will show how the sthayibhavas develop into the rasas™, 
is read the definition of santa in the phrase “ What is called santa has 
for its sthayibhavas sama,” etc. In this connection, the aesthetic enjoy- 
ment of all rasas is similar to that of santa, because it (i. e. this 
aesthetic enjoyment ) is turned away from actual sense-object contact. [ Be- 
cause we are particularly concerned with one rasa, except that it is mixed with 


4 








l. In the Locana Abhinava bas simply replied to this important question 
with an arrogant response ( p. 392-393 ). Here he considers it more seriously ( the 
Locana was written before the Abhinavabhdérati, for we find that the A.h., refers to 
the Locana, e. g. p. 343, Vol. I: तञ्च मदीयादेव तद्विवरणात्‌ सहृदयालोकलोचनादवधारणीयम्‌ | ) 

But it is interesting that his reply makes bad sense, For he is saying that 
there are other rasas in every 3ánta play which will appeal to other people. This 
is of course true, but not a reply to the important objection tbat ६69६6 is not an 
emotion that belongs to mankind universally, whereas the other rasas are. He fails to 
catch the point that it is qualitatively different from the example he countera with, 
namely that a vira will take no pleasure in bhaydnakta, He might not, but he could, 
since he must be aware of fear in himself though it may not be dominant. Cf. the 
curious remarks on p. 323 of the 4. Bh., Vol. I, last 3 sentences of the firat paragraph, 

2. From thia passage : तथा च चिरंतनपुस्तकेपु स्थायिभावान्‌ etc. it is clear that 
éàntarasa was defined, in certain MSS before all the other rasas, and not after them. 
For these words, sthàyibhavan, etc., are the last words before the description of the 
eight rasas. But note thatin-the A. Bh. Abhinava does not comment directly on 
whatever he read there. Why? Isit because he did not believe it was part of the 
NS? ltisin fact quite possible that this section ou $üntarasa was a totally separate 
* book ?, not intended to fit into the NS at all, In any case, it could not have come 
at the end of the ræsa section, i. e. the and of tho sixth adhydya as it is printed in the 
G. O. 8. edition, 

3. Does he mean: (a) “I do not have $autain my text”; or (b) * It ia 
given in the beginning only in some books”? The implication is that most M88 
did not contain a $intarasaprakavaza, Oddly enough Abhinava does not justify this 


ommission. 
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other latent mental impressions (vasana).?]! In order to indicate that 
it (Santa) is at the root of all ( rasas), it was named at the beginning. 
In ordinary worldly dealings, one does not mention separately a thing 
common to all, and so its stayin was not separately given. But even a thing 
which is common to a number of other things deserves to be separately 
reckoned by the discriminating man, and so it (santarasa) has become separate 
as the object of cognition in the form of the aesthetic enjoyment of the 
spectator who is admitted to be a discriminating reader. In the /tihasas, the 
Puranas, dictionaries, etc., we hear of nine rasas as well as in the revered 
Siddhantasastra. Thus it is said : 


* He should display the eight rasas in the places alloted to the eight 
gods. And in the centre he should display Saatarasa in the place of the 
supreme God ( Siva ) ". ? 


Its vibhavas are vairagya, fear of samsara, etc. Sànta is known through 
the portrayal of these. Its anubhavas are thinking about moksa-texts, etc. 
Its vyabhicaribhavas include world-weariness, wisdom, contentment ( dhrti ), 
etc. And as bhakti and sraddha which are directed towards meditation on 
God and which are reinforced by smrti, mati, dhrti and utsaha, are in any case 
( anyathaiva ) helpful (to santa), neither of them should be counted as a 
separate rasa. Here is a Sangrahakarika on this matter : 


f : E " f " 

* Santa rasa is to be known as that which arises from a desire to 
secure the liberation of the Self, which leads to a knowledge of the Truth, 
and is connected with the property of highest happiness "'. 3 


—- >- — —— — 


], We cannot arriva ata meaning for this sentence, 

2. This refers, most likely, to the drawing of a mystic circle (cakra) as 
practised in Tantric rituals, The eight gods are represented on the outside of the 
circle. By pradarsayet probably “ iithet™ is meant. The point is that one draws the 
gods, and then writes in underneath the vasa that accompanies them. There is one 
difficulty however : devadeva must refer to Siva. Now in the NS, VI. 44 (Vol. I, 
p. 299 ) Siva is given as the god of raudrarasa (vaudro rudradhidaivatyak ), More- 
over, in the A. Bh. commentary on that stanza, Abhinava has associated &iniarasa 
with the Buddha ! “qa: शान्ते5ब्जजो5द्भुते ” इति शान्तवादिनः केचित्‌ पठन्ति But ae thia 
ia a quotation from n different (and untraced ) source, it need not agree with the VS, 
One can also take riipr to refer to the actual pictorial representation. Pradarsayet 
would, therefore, mean “ draw", One should draw each of the gods according to the 
rasa, i. e. such and auch a god looking angry (raudra), another looking amorous 
( $rigára ), etc., and Siva should be shown in samádhi, In the original, the genitive in 
astánám devánám might also be taken as used in the sense of sambantha ( sstadeva- 
sambaddhdn rasan ) The idea is that the eight rasas are to be pictorially represented 
as symbolised by the eight presiding goda, i. e., by means of tlie characteristic forma of 
the eight gods. 

3. This is a verse actually found in the so-called sdutarasaprakarara of the 
NS ( p. 333, Vol. I, 4. Bh), introduced with the worde : atrdrydh &oká$ ca bhavanti 


( Continued on next page 
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By the three adjectives qualifying Santa in this verse, the vibhavas, sthayi- 
bhava and anubhavas are shown respectively. | 


““ Various feelings, because of their particular respective causes arise 
from santa (a state of mental calm ). But when these causes disappear, they 
melt back into santa’’.' 


In this verse and others it has been summarily shown that santa is the 
source of (all) other rasas. 


As for the statement that will be made by Bharata* to the effect that 
in the Dima (type of drama) there are six rasas, excluding both kasya 
and $rngara, here is what is meant: by giving the definition : “ It is based 
on a composition with an exciting rasa", there can be no question at 
all of Santa, as it is opposed to raudra which is predominant (in the 
Dima). So what is the point of (separately) excluding it? Since santa 








Continued from previous page ) 

( which is really incorrect, since there are only two dryds and three 8८०८6. The dual 
érye, therefore, should have been used). The reading is slightly different. The last line 
reads: ने:अयसोप दिंष्ट: शान्तरसो नाम संभवति । It ie clear from this quotation that Abbinava 
is not commenting on the actual passage of the N S. 


Tbe following remark of Abhinava does not seem to agree with the stanza. 
For how can nilórcyasa be said to represent an anubhdva? The first two correspond, 
but not the tbird. 


l. NS, VI, 87, p. 335. 
2. See NS, Vol. IIl, p. ł05. 
3. This is Vs. 38. 85, under the definition of Dima. Here is the passage 
from the NS, XVIII, 83 & ( Vol, Il, p. 443 G. O. S. ed.) : 
डिमलक्षणं तु भूयो लक्षणयुकत्या प्रवक्ष्यामि | 
प्रख्यातवस्तुविपयः प्रख्यातोदात्तनायकश्चैव ॥ 
षडूसलक्षणयुक्तश्चतुरङ्गो वे डिमः कार्यः | 
शङ्गारहास्यवर्जः दीपैः सर्वे रसैः समायुक्तः ॥ 
दीप्तरसकाब्ययो निर्नानाभावोपसंपन्नः | 
And verse 88: पोडपनायक्रवहुल: सात्त्वत्यारभटि बृत्तिसंपन्नः | 
Now Abbinava's argument is this : Dima deals mainly with raudrarasa, 
There can be no question of ginta at all, and so ६७७८ was not specifically excluded by 
Bharata. We can also translate the sentence शान्तासंभवे तु दीप्तरसकाब्ययोनिरिसेतेन, etc., ag 
follows: “ Since santa is impossible, what else can be excluded but g-iydra and hdsya, 
by the phrase ‘ viz. the Jima has as ita source ( i, e. ie based on ) an exciting theme’! 
Had he said ( merely) that it can be associated with aix rasas (and had he not said 
diptarasnkdryayonth ), theo there would be the undesirable contingency of that 
( i. e. binta ) being included.” As for the sentence शान्ते तु सात्त्वत्येव suk न dm 
वच्छेदक मंवतत्‌ ( p. II6), we think the na should be dropped ( Raghavan notes that MS8, 
M and G omit it ). If we do so, the translation of the sentence will be as follows: 
* But Santa uses only the sát(vati style, and therefore this ( qualification, namely 
eáttvatyárabhatierttisampannah ) is quite sufficient to exclude it. ” 


( Continued on next page 
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is impossible and since the Dima has as its source (i. e. since it is based 
on) an exciting rasa, what else can be excluded (but Santa)?! Had he 
(only ) said that it can be associated with six rasas, excluding $rzgara and 
hasyva, ( without adding the qualifving phrase diptarasakavyayonih ), Santa 
would not have been excluded. Objection : '* This quarter stanza ( diptarasa- 
kavyayonih ) excludes karuna, bibhatsa and bhayanaka as predominant rasas. °° 
This is not true, because when (he savs) that the ( Dima) is associated 
with the styles called Sattvati and Arabhati,? they are automatically excluded 
(since they belong to the style Kaitiki). But santa uses only the Sattvati 
style, and therefore this ( qualification ) alone would not be enough to exclude 
it. And therefore the definition of the Dima, far from arguing against the 
existence of santa, is evidence for its existence. Srügàra however would be 
possible (in a Dima) because (demons) make love in a violent manner. 
Hasya is helpful to sengara and thercfore only their exclusion was specifically 
mentioned, because both are possible (and only a possible thing can be 
excluded, but not an impossible thing such as Santa). 


Because ( Santa) is common to all ( rasas ), it would be improper to 
name especially a colour’ or god? (that is appropriate to it, as one has 


Continued from previous page ) 

Abhinava’s point is this: all the six rams are diptarasas, except for santa. 
This word, therefore, excludes ginta, for otherwise there would be no point in saying 
diptarasa, since that is just what the other six are (though this is in fact wrong, since 
there is no reason to believe that Bharata usoa each adjective to exclude something ). 
Surely this ts tautologous in the sense that it is an explanation of gadrasa. Bharata ia 
not so subtle as Abhinava wants him to be, 

l. In an important article ( Vreti in Dagtranakanidhinddhyaya of Abhinava- 
bhárati, B. S, O. A. 8, ]963,p.l!I3), Professor Wright translates Abhinava’s comments 
on the Mima passage. Unfortunately, he has been misled hy the use of the word १४७१८ 
into misunderstanding the passage, Tho passage in the A. BA. reads ( Vol. lI, p. 443, 
l-3): नाटकतल्यं सवमन्यत्केवल संधीनां चासमग्रता च शङ्गारहास्यवजं पड़सत्वे पर्यायेण शान्तस्य प्रयोगः 
स्यादित्याह दीप्तरसति i This Professor Wright translates as follows: “ All is as in the 
ndtaka, the only difference is the incompleteness of «andhis and rasas. diptarasa — 
enjoins the use o! &inta since (in its normal sense) it would be (tautological, being ) 
synonymous with the injunction that it should have six rasas to the exclusion of 
árigára and há«ya ", But fintasya pnruyogah sydd does not mean “enjoins the use 
of ६७८५ " but precisely the opposite, namely that unless this adjective were there, 
fintarasa would be included, which is precisely what is not wanted. Sün/arasa is 
excluded from the Dima, not included, as is clear from the $dutaraxaprakarana, 
Paryáyena in the above quotation is obscure, and we can make no sonse of it. 

2. Note that bhayánaka is associated with árahhari! (NS, LI, p. T06. ) 

3. Abhinava has taken thia notion of demons making love in a violent manner 
from the N definition of Raudra, Vol. I, p. 322 > IRRA तेः प्रायदाः प्रसभं Heya | 

4. The colour of “inta is evaccha( Vol, I, p. 298—asvacchapitun samadbhutan), 

5. The god of {Gnta is, note this, Buddha! NS, Vol. ]. p. 299 : 


“ बुद्ध: शान्ते5ब्जजो ६द्भुते ” इति शान्तवादिनः केचित्‌ पठन्ति | बुद्धो जिनः परोपकारकपर: प्रबुद्धो वा i 
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done for the other rasas ), but they have been invented (by some). And so‘the 
reasonableness! of santa has been shown. Its true nature is hasya.(?!)? 
Vira and bibhatsa tend to lead towards it. Therefore there is in the case of 
Santa the advice about the practice of yama, niyama, meditation on God, etc. 
It stands to reason that it leads to a great result (i. e. moksa), asit eschews 
enjoyment ( of worldly objects) ( anupabhogitaya ),*- that itis more important 
than any other ( rasa), and that it pervades the entire plot (?). And so 
enough of further elaboration. 


What is the nature of its true relish ? It is the following : The nature 
of the soul is tinged by utsaha, rati, etc., which are capable of imparting 
their ( peculiar ) tinges to it. It is like a very white thread that shines through 
the interstices of sparsely threaded jewels. Itassumes the forms of all the 
various feelings like love. etc., ( which are superimposed on it ), because all 
these feelings are capable of imparting their tinges to it. Even then ( tatha- 
bhavenapi ) it shines out ( through them ), according to the maxim that once 
this Artman shines, ( it shines for ever). It is devoid of the entire collection 
of miseries which consist in (i. e. which result from) turning away 
( from the Atman ). It is identical with the consciousness of the realisation of 
the highest bliss. It takes its effect through the process of generalisation ° 
in poetry and drama. It makes such a heart (i. e. the heart of the sensitive 
spectator or reader ) the receptacle of an other-worldly bliss! by inducing a 
peculiar kind of introspection ( antarmukhavasthàbheda ). 
| There are only these nine rasas, because only they deserve to be taught, 
as they are useful to the (four) goals of life or are exceptionally pleasant. 








- € l. Following the reading "papattis ca in M. and G. ( Raghavan, p. LJ6 ). 

2. Does satfvabhadrah ‘monn aatteikabhanah ? “ Its eattribabhaca is kasya /! 
But now can hásya be revurded ns a adétvikalhdva ? Raghavan implies that this is 
corrupt. Perhaps we could emend as follows : santo hi hāro 'sya.  Hása would stand 
for the smile of joy. Orone thinks of Siva’s attahasa, Note the idea of the white 
colour associated with &2८%, 

3. Raghavan implies that this is corrupt. But perhaps the meaning is this : 
vira and bibhatsa tend to lead towards $anta. Dibhatsa, because it creates jugupsd, 
vira, because after nll it is the major rasa of the Ndginanda, 

4. We follow the roading anupabhog:itayá (asin Raghavan’s I940 ed, p. I095). 
In the 967 ed. ( p. 26), Raghavan has adopted the reading ubhtnayopayogitayd. Thus 
the phrase abAinayopayogitayaà maháphalatvam would mean : “It stands to reason that 
it leads to a grent result (namely moksa ) by reason of its being useful for acting." But 
we cannot see in what sense $iün(a cau be said to be “ useful for acting ", nor how 
its being useful for acting would lead to moksa. 

5. 'This is only a partial analogy, and we cannot know exactly what Abhinava 
meant, 

6. Is sádhárarataáyá a reference to sédhdranikarana ? I.e.do the vibhaávas 
etc., undergo the process of depersonalisation necessary in the thoatre ? 

7. Lokottaráuandánayanam is a bahuvrihi compound: लोकोत्तरस्यानन्दस्यानयनं 


यस्मिन्‌ | 
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Therefore, what others say,’ namely that this restriction on numbers is 
because only these ninc are well-known to enlightcncd literary critics, though 
other rasas are possible, has been refuted. This will be explained in the chapter 
on the bhavas. Jt is wrong to say that affection, with a sthayibhava of being 
moved ( ardratà ) can be a rasa, because affection is ( nothing other than ) 
attachment, and all attachment culminates in rati, utsaha ( or some other such 
accepted sthayibhava ). For instance, the love of a child for its mother 
and father terminates in(i.e. can be included under) "fear".? The 
affection of a young man for his friends terminates in rati. The affection, 
as of Laksmana, etc., for his brother terminates in (i. e. can be included 
under) dharmavira. The same is true ( of the affection) of an old man for 
his son, etc. The so-called rasa *'cupidity" with the sthayibhava of "272९0" 
can be refuted in the same manner, because it will terminate in some other 
( sthayibhava ) such as kasa or rati. The same holds true of bhakti. 


Dasarupaka, गा, 4 and commentary thereon : 

अथ धीरोदात्तः — 

महासत््वोऽतिगम्भीरः क्षमावानाविकत्थनः i 

स्थिरो निगूटाहङ्कारो धीरोदात्तो दृढव्रतः ॥ 

Avaloka : 

महासत्त्वः शाकक्रोधाद्यनामिभूतान्तःसत्त्वः, अविकत्थनः अनात्मछाघन:, निगूटाहङ्कारः 
विनयच्छन्नावलेप:, cad: अङ्गीकृतनिर्वाहको धीरोदात्तः, यथा नागानन्दे जीमूतवाहनः 

शिरामुखः स्यन्दत एत्र रक्तमद्यापि देहे मम मांसमस्ति | 

तृप्ति न पस्यामि aaa तावत्किं भक्षणात्वं विरतो गरुत्मन्‌ || 
यथा च रामं प्रति- 

आहूतस्याभिषेकाय विसृष्टस्य तनाय च | 
न मया छक्षितस्तस्य खल्पोऽप्याकारविश्रमः || 





.— ——— = - _ — = 
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). Cf. the A. Bh. I, p. 298: 
एतावन्त एव रसा इत्युक्तं पूर्वम्‌ । तेनानन्खेऽपि पार्यदप्रसिद्धथैतावतां प्रयोज्यत्वमिति यद्भट्टलो- 


हटेन निरूपितं तदवलेपेनापरामृरयेत्यलम्‌ | 

“We already snid earlier that there are only these many rasas. Bo that 
when Bhattalollata says that really there are an endless number of rasas, but that 
these ( eight alone ), since they are familiar to tho audience ( pársada ), are fitto be 
portrayed, he says this without thinking, out of baugbtiness. "' 

2, The point seems to be that a child is afraid of its mother and father, and 
its ** love " can therefore be included under bhaydnaka ! 

3. This is not a very good argument since surely these feelings are different 
in kind from $rágára. 

XXI 
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यच्च केषांचित्स्थेर्यादीनां सामान्यगुणानामपि ( नायक-) विशेषल्क्षण afud 
तत्तेषां तत्राधिक्यप्रतिपादनाथम्‌ | | 
ननु च कथं जीमूतवाहनादिर्नागानन्दादाबुदात्त इत्युच्यते ? ओदात्त्यं हि नाम 

सर्वोत्कर्षेण वृत्तिः, तच्च विजिगीषुत्व एवोपपथत, जीमूतवाहनस्तु निर्जिगीषुतयैव कविना 
प्रतिपादितः । यथा-- 

तिष्टठन्भाति पितुः पुरो ufa यथा सिंहासने कि तथा 

यत्संवाहयतः सुखं हि चरणो तातस्य, किं राज्यतः | 

किं भुक्ते भुवनत्रये धृतिरसौ भुक्ताज्झित या गुरो- 

रायासः खलु राज्यमुज्झितगुरास्तत्रास्ति कश्चिद्ठण: || 
इत्यनेन । 

पित्रोविधातुं gadi ah क्रमागतम्‌ | 

वनं याम्यहमप्यष यथा जीमूतवाहनः |i 


इत्यनेन च | अतोऽस्यात्यन्तदामप्रधानत्वासरमकारुणिकत्वाच्च त्रीतरागवच्छान्तता | अन्य- 
च्चात्रायृक्तं, यत्तथाभूतं राज्यसुखादो निरभिलाषं नायकमुपादायान्तरा तथा भूतमळयतरव्यनु- 
quas | यच्चोक्तम्‌-- ' सामान्यगुणयोगी द्विजादिर्धीरशान्तः? इति तदपि पारि-. 
भाषिकत्वादवास्ततमित्यभदकम्‌ | अतो वस्तुस्थित्या बुद्धयुधिष्टिरजीमूतवाहनादिव्यवहाराः 
शान्ततामात्रिर्भावयन्ति | 
अत्रोच्यते-- यत्तावदुक्त॑ संवीत्कर्षेण वृत्तिरोंदात्यमिति न तञ्जीमूतवाहनादौ 
परिहीयते | न हथेकरूपेब विजिगीषुता | यः केनापि शौर्यत्यागदयादिनाऽन्यानतिरेते ` सः 
बिजिगीघुः, न यः परापकारेणा्थग्रहादिप्रबृत्तः | तथात्वे च मा्गदूषकादेरपि धीरोदात्तत्व- 
प्रसक्तिः | रामादेरपि जगत्पाळनीयमिति दृष्टनिग्रहे प्रवृत्तम्य नान्तरीयकत्वेन भूम्यादिलाभः | 
जीमूतवाहनादिरत प्राणेरपि परार्थसंपादनाद्विश्चमप्यतिरोत इत्युदात्ततमः | यच्चोक्ते-- 
६ तिष्टन्भाति ” इत्यादिना विषयसुखपराङमुखतेति, तत्सत्यम्‌ -- कापण्यहेतुषु खसुख- 
तृष्णासु निरभिलाषा एव जिगीषवः | तदुक्तम्‌ 
खसुखनिरभिछा१ः खिद्यसे लोकहेतोः 
प्रतिदिनमधत्रा ते वृत्तिरेवंबिधेव | 
अनुभवति R aai पादपस्तीव्रमुष्णं 
शमयति परितापं छाययोपाश्रितानाम्‌ t इत्यादिना 
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मलयवत्यनुरागापवर्णन॑ ANAT शान्तनापकतां प्रत्युत निषेधति । शान्तत्वं 
चानहंकतत्बं, तच्च विग्रादेरौचित्यप्राप्तमिति वस्तुस्थित्या Bark: शान्तता न खपरिभाषामात्रेण | 
बुद्धजीमूतवाहनयोस्तु कारुणिकलात्रिरेषिऽपि सकामनिष्कामकरुणत्वादिधर्मत्वाद्वेद: | अतो 
` जीमूतवाहनादेधारादात्तत्रमिति | 
Dasarupaka IV. 35 and commentary thereon : 
रत्युत्साहजुगुप्साः क्रोधो हासः स्मयो भयं शोकः । 
शममपि FAME: YANA नेतस्य || 
इह झान्तरसं प्रति वादिनामनेकत्रा विप्रतिपत्तयः | तत्र केचिदाहुः — नास्त्येव 
शान्तो रसः, तस्याचार्येण त्रिभावाद्यप्रतिपादनाछक्षणाकरणात्‌ | अन्ये तु वस्तुतस्तस्या- 
भात्रं वणयन्ति, अनादिकारप्रवाहायातरागद्वे रयो रुच्छेत्तमहाक्यत्वात्‌ । अन्ये तु वीरबीभत्सादा- 
aaa वर्णयन्ति | एवं दन्तः MAA नेच्छन्ति । यथा तथास्तु । SUMI नाटकादा- 
वभिनयात्मनि स्थायित्रमस्माभिः area निषिश्यते - तस्य समस्तव्यापारम्रविलयरूपस्या- 
भिनयायोगात्‌ | 
यत्त कैश्चिन्नागानन्दादो झामस्य स्थायित्वमुपतरणितम्‌ , qu मळयत्रत्यनुरागेणाऽऽ- 
प्रबन्धम्रवृत्तेन Pancadane तरिरुद्धम्‌ | न हयेकानुकाथविभावाळभ्बनौ विषयांनु- 
रागापरागावुपळव्धो | अतो दयात्रीरोत्साहस्येत्र तत्र स्थायित्वं, तत्रैव शह्वारस्याइत्वेन चक्रवर्ति - 
amda फललेनाविरोधात्‌ | ईप्सितमेत्र च सत्र कतंव्यमिति परोपकारश्रवृत्तस्य विजिगी- 
धोर्नान्तरीयकलेन फळं संपद्यत इत्यावेदितमेत्र प्राक । अतोऽष्टावेव स्थायिनः | 
Dasarupaka IV, 45 and commentary thereon : 
शान्तरसस्य चानभिनेयत्वादू यद्यपि नाटे 5नुप्रवेशा नास्ति तथापि सूक्ष्मातीतादि- 
वस्तूनां umm झान्दप्रतिपाद्यताया विद्यमानत्वात्‌ काव्यत्रिषयत्वे न निवायेते, अतस्त- 
दुच्यते | 
शमप्रकर्षो5निवाच्यो मुदितादेस्तदात्मता । 
शान्तो हि यदि तावत- 
_ "4 यत्र दुःखं न सुखं न चिन्ता न द्वेषरागौ न च काचिदिच्छा | 
We शान्तः कथिता Helen: सरेषु भाविषु TATA: |” 
इत्यवळक्षणः, तदा तस्य मोक्षावस्थायमिवात्मखरूपापत्तिल श्षणायां प्रादुर्भावात्‌ (प्रादुर्भाव: ), 
तस्य च खरूपेणानित्रचनीयतां saa — “ स एष नेति नति ” — इत्यन्यापोहरूपे 
Te | न च तथाभूतस्य शान्तरसस्य सहृदयाः स्वादयितारः सन्ति, अथापि तदुपाय भूतो 
मुदितामेत्रीकरुणे पेक्षादिलक्षणस्तस्य च त्रिकासनिस्तरश्चोमत्रिद्रेपरूपतैत्ेति तदुवत्यैव शान्त- 
रसास्वादो निरूपितः | 
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Translation of the Dasarupaka, II, 4: 

Now the definition of the dhirodatta ( nayaka )? is given. 

“The dhirodatta ( nayaka) is a. great being, very profound, tolerant, 
not boastful, steady ; his sense of ego is kept in check and he is firm in his 
commitments. ° 

Translation of the Dasarupakavaloka on Il, 4: 

“ Great being " means that his inner nature is such that he does not 
experience sorrow, anger, etc. “Not boastful” means that he does not 
praise himself. ^ His sense of ego is kept in check" means that his pride is 
hidden by modesty. *' Firm in his commitments " means that he carries out 
till completion whatever he agrees to do. An example of this dhirodatta 
(nayaka) is Jimitavahana in the Nàgananda : * | 

“ Blood is oozing from the openings in my veins, and on my body 
there is still flesh. 0 Garuda, I see that you are not yet satisifed, so why 
have you stopped devouring me ? " 

' Oras with regard to Rama (it was said): * 

“ ] did not perceive the slightest change in his appearance, neither 
when he was called to be consecrated (as king), nor when he was banished 
to the forest ”. 

When in the definition of a particular type (of hero) there is a 
(special) mention of some of the general qualities like firmness,* etc. 
(mentioned in II. l-2), that (special mention) is intended to show that 
those qualities arc present in this particular (hero) in a very great degree. 
Objection: How can you say that Jimütavahana and other similar heroes, 
in the Nagananda and other such plays, are exalted ( udatta)? Because 
exaltedness means superiority to all others? and is possible only in the case of 





l. We bare used the edition by Pandit Sudarshanachárya Shastri, printed at 
the Gujarati Printiag Prees, Bombay, I9i4. This contains a brief commentary, mainly 
on the Araloka, by the editor. 

2 Itis somewhat odd that Dhanaüjaya should give, as one of the four types 
of heroes, the dáiraáaata ( p. 30), if he does not ullow $án(aras« in dramas. 
Apparently he has in mind Carudatta in the A/rechakatika. At the very leuat, it is a 
bad choice of words. Note the definition of the Séulandyake : सामान्यगुणयुक्तस्तु धीर- 
शान्तो द्विजादिकः , which would rule ont Jimitaribana, who is a Vidyadhara, 

3. Ndgduanda V, I6. 

4. AMuhünüátaka II, 23. 

| 6. The point seems to be that sthirah bad already heen mentioned in LI, L 
among tho general characteristics of all ndyakas. Kesdmctt construes with athairyadi- 
nam. It does not refer to people of a different persuasion (i.e. kesdmeit matdnu- 
adrena ). Before viáesalak;ane we should understand the word udyaka which makes the 


senso clearer. 
6. Vrtt bere does not moan * behaviour”, It means only “ existence ”. 


ABHINAVA'S PHILOSOPHY OF AESTHETICS ]4 


a man who has worldly ambition ( vijigisutva ),! whereas Jimutavahana has 
been described by the poet ( Harsa) as devoid of worldly ambition, as for 
example in the following stanza: 


* Does a man shine as ( brilliantly) when he is seated on a throne as he 
does when he stands on the bare ground before his father? Can the happie. 
ness he receives from his kingdom be compared to the happiness he derives 
from massaging the feet of his father? [s the contentment he experiences 
from enjoying the whole universe comparable to what he feels when he eats 
the left-overs from his father's meal? Kingship is indeed only a misery for 
the man who has abandoned his parents. Is there any virtue in such 
kingship ?"? 

And also ( in the following verse ) : 

“ [n order to dedicate myself to serving my parents, I am going to 
renounce my inherited fortune and go to the forest, just as did Jimütae 
vahana " .? 

Therfore, because Jimitavihana is predominantly peaceful and because 
he is very compassionate, he is a santa hero,* like a sage who has subdued 
his passions. Moreover (?)? this is improper, that having introduced 
(upadaya) a hero who is without any desire for the pleasure of kingship, etc., 
the poet has indulged, in the course of the play (antara), in a description of his 
intense ( tathabhuta ) love for Malayavati. As for the statement: “ The dhira- 
Santa is a twice-born, etc., who is endowed with general virtues" (II, 4. ), 
( this definition ) is not realistic, because it is meant to be technical (or formal) 


|l. Vijigisutea literally menus “ a desire to conquer” and is often used of 
kings and heroes. But here we think it has the larger sense of worldly ambition. 


2. Nugunanda, I. 6. 

3. Ndgdnanda, J. 4, in the prostávang, spoken by the Sütradhara to intro- 
duce Jimiitavabana, 

4. Wo tako ७८०८ to construe with «sya, In this case the argument is for 
Jimdtavahana’s being a dhiragintancyaka, But surely the whole point of the purvs- 
paksa is not only that he is such a type of hero, but that this should further imply that 
the rasa of the Nayduanda is áduta. 


5. anyac ca meuns “and further, moreover", It cannot construe with ayuktam 
(to give “there is somotbin; else that is impropor " ), because there was no first thing 
given to which this would be the second. The construction is nonetheless peculiar, 
Understand idam between anyar ca and atra : anyac ca idam atrdyukiam, But it ia 
odd that the /érveapaksin should use an argument against himself. For he claima that. 
Jimütaváàhana as a dhirafinta hero should not be open to sexual passion. As Dbauika 
will point out, this must be used against him. Why then should the Pūrvapaksin have 
provided sucb ammunition? However, since Dhauika accep ts Cirudatta in the Af rccha- 
katika as an example of dhirugints, though he is greatly interested in sexual love, it 
is consistent on his part to use tliis as an argument against the possibility of dhira- 
binta in the case of Jimiutavabana, 
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and thus it is not exclusive.! Therefore, in reality, the behaviour of the 
Buddha, of Jimutavahana and of Yudhisthira shows that they are santa heroes. 
Here is our reply ( to all the above points ) : First of all ( tavad), the state- 
ment “ Exaltedness means superiority to all others" is not inappropriate to 
the case of Jimutavahana and others (as you claim ), because worldly ambition 
takes many forms. If anyone exceeds others in heroism, or in liberality, or 
in compassion, he is said to be '' possessed of worldly ambition”. This 
description is not used in the case of one who wishes to seize wealth by harm- 
ing another person, otherwise we would find ourselves defending the ridicul- 
ous position that highwaymen are dhirodatta(nayakas) ! In the case of Rama 
etc., they felt that they must protect the world and so they set out to punish 
the wicked (and) it was only incidentally ( nantariyakatva ) that they obtain- 
ed (lordship over ) the earth. But Jimitavahana and others like him were 
superior to all, because they were willing to give up even their own life to 
help others. And so they are to be regarded as the most exalted ( udattatama) 
(and not merely exalted ). As for the verse that begins : “Does a man shine", 
etc., it is true that it shows ( Jimütavahana's ) revulsion from sensual pleasures; 
but those who are ambitious are not concerned with their own personal 
pleasures that are the cause of misery. Thus it has been said : 


[ १ 


a, 
'* Indifferent to your own pleasure, you work hard for the sake of 


others. Or perhaps this is your natural disposition. For a tree carries on its 
head the most intense heat, and cools, tlirough its shade, the heat of those who. 
come to it for protection (from the the sun ) ".? 


On the contrary, the description of ( Jimütavàhana's ) love for Malayavati 
which is not in keeping with santarasa, ( asantarasasraya ) rules out his being 


l. The Purrapaksin is objecting to Dhananjaya’s definition of the dhira- 
bdntaniyata (II,4). He saya that this definition is not realistic, but only technical 
For it saya that the dhira$áutunayaka is endowed with the general qualities of a 
nadyaka. These include such qualities as vinitatra, madhuratva, daksatva, etc. Now 
these qualities are not all possible in the cuso of a dhiraidnta hero, because they are 
inconsistent with the atate of being without desires which follows from his being a 
dhiraáanta hero. lt is only technical or formal since it is à consequence of hia being 
a hero (in general). Since the possession of the general qualities is thus unreal in 
the case of a dhirasdutu hero, it cannot be said to distinguish him from the other types 
Qf heroes (७७८०६७० ). This means that according to the Pitrvapaksin, the definition 
of the dhirasánta hero as given by Dbananjaya is unscientific. Oue cannot help 
agreeing, for surely the differentiation that Dhananjaya makes (namely that he isa 
dvija and has the goneral characteristics of a hero ) is hardly corasistent with $da(a in 
any form, It is, therefore, most surprising that Dhanika, although he takes up and 
anawers all the other objections, does not deal with this one ! It is almost as if he were 
admitting its justice. Could this possibly mean that he is himself criticising his brother 
under the guise of  Piirvapaksin ? 


2. Sakuntala, V, 7. 
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a santa (i. e. a dhiras$inta ) hero. The state of being tranquil involves the. 
absence of egoism, and this is naturally met with in the case of learned, 
Brahmins etc., and therefore learned Brahmins, etc., are really Santa heroes in. 
the real sense of the term and not simply in a technical or formal way. ' In: 
the case of the Buddha and Jim™tavihana, though it is true that there is no 
distinction in terms of their compassion (i. e. though they are both equally. 
compassionate), still there is this difference : that the Buddha is compassionate’, 
without any desire ( niskama ) and Jimütvahana is compassionate with desire 
(sakama ). Thus it is established that Jimutavahana and others like him are: 
dhirodatta ( nàyakas ). 

TRANSLATION OP THE Dasartipaka IV, 35 : 


“(The sthayibhavas are) love, energy, disgust, anger, mirth, amazement. 
fear and sorrow. Some add peace (sama), but it cannot be developed in; 


plays.” 
TRANSLATION OF THE Avaloka on IV, 35: 


There are a great number of differing opinions among disputants in 
the case of Santarasa. Some say there is no $antarasa because Bharata did not 
mention its vibhavas, etc., and because he did not define it. Others, however 
argue that (regardless of whether Bharata mentioned it or not) in actual 
reality it cannot exist, because, ( they claim ), it is impossible to root out love 
and hate which have been continously cultivated (inside man) from time 
immemorial. Others claim that it can be included within vira, bibhatsa, etc. 
Those who speak this way do not accept even Sama (as a sthavibhava ). 
Accept whichever opinion you like ( yothaà tathastu ) ), in all events, however, 
we cannot allow sama to bc a sthiyibhava in a Nataka, etc., where acting is 
essential, because, after all, sama consists in the complete cessation of all 
activity and therefore cannot be acted out. As for what some have claimed, 
namely that in the Nagananda, etc., sama is a sthayibhava, this is contrary to the 
portrayal of Jimütavahana's love for Malayavall, which persists right through 
the entire play and is also opposed to his (finally) obtaining the universal 
sovereignity of the Vidyadharas. For we never come acoss both love for 


l. We are not eure whioh of the two senses of aakáma and niskdma is 
meant hero, We have translated them in the Gitó sense of the terma. But Sylvain 
Lévi bas translated this line in a discussion concerning types of nayakas as follows: 
“En outre, Buddha et JimütavaAhana ne peuvent ètre classés ensemble; l'un et l'autre 
sont des modéles de compassion, mais l'un est étranger à l'ainour, l'autre y est sensi. 
ble.” (“< Théatre Indien ", p. 66, 2nd ad.) Watake it that Lévi refers to hie love 
for Malayavati. 

2. This first criticism, that Jimdtavabana loves Malayavati, is of course true. 
It is a fault of the drama, for in actual fact the description of Jimütavüàhana would 

( Continued on next page 
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sense-objects and detachment from sense—objects subsisting in one single 
character." And so utsália ( energy ) connected with dayarira (as the major 
rasa ) is the sthayibhava ( of the Nagananda ). For (in that play) love being 
a subsidiary of that ( dayavirotsaha), there is no objection to the attainment 
of universal sovereignty as the final result ( of the dramatic action ). We have 
already said that even though an ambitious ( dhirodatta ) hero may set out 
with the primary object of doing good to others with a view to achieving 
that which is sought by them, worldly advancement may very well follow 
incidentally in his case.? Therefore there are only eight sthayins ”. 


TRANSLATION OF Da$arupaka, IV, 45 ALONG WITH DHANIKA’S COMMENTARY 
THEREON : 

Commentary : “ Although santarasa cannot be introduced into a play, 
as it cannot be presented by means of acting, still because all things, though 
they be very subtle or long past, can be conveyed through words, its presenta- 
tion is not forbidden in poetry.? And so this is said : 


Continued from previous page ) 

seem to preclude his falling in love. We are given absolutely no pyschological prepara- 
tion for this. Quite the contrary, we would rather expect him to remain detached, if 
not actually repelled hy sensual contact, Itisonly the Pürrapalnn who seems 
awara of this when he calls it ayuktam. As for his attaining lordship over the Vidya. 
dharas, this is perhaps the weakest moment in an altogether weak play. He does 
absolutely nothing to achieve this. It is bestowed upon him by Gauri ( what ia she 
doing in this supposedly Buddhist play in nny case?) in aaiugle verse at the end of 
the play, and this must etrike any non-devotee of Gauri as highly inappropriate, 


]. Ekanukdryavibhavdlambanau means “ as subsisting in one single character 
as their locua " : ekünukárvarüpah yah vibhavah, taddlambanau tadaárayau, 


2. This refers to page l44, line 2l : 
रामादेरपि जगत्पालनीयमिति दुष्टनिग्रहें प्रवृत्तस्य नान्तरीयकत्वेन भूम्यादिलाभ: | 


3. Note Raghavan (“ The Number of Rasas”, 2nd revised edition, p. 5) ) : 
८ The critics who do not. accept Santa ute mainly writers on Dramaturgy proper. They 
think they are loyal to Bharata by denying it. This attitude begins, as far as extant 
works go, in the Dasaripaka, the model and source for many a later work on Ritpaka, 
Dhanamjaya and Dbhanika, both refute it and argue for its impossihility in drama. 


शममपि केचित्‌ प्राहुः पुष्टिर्नाट्येषु नेतस्य | 


From this it would appear that Dhanamjaya denies Sdnia only in drama but accepts 
it in Karya. But, asa matter of fact, Dhanamjaya, as interpreted by Dhanika, does 
Dot recognise it even in Karyn (see p. I24)”, S.K. De says more or less the same thing 
in his arcticle “The Sártarasa in the Vdrya Sastra and the JDaía-Hüpaka": 
« Dhanamjaya himself would object to ३69८6 only in the Nitya, which requires tbe 
delineation of the Rasa through its anubhiivas, etc. ; but he would permit it in the 
Kávya, because what cannot he acted can at least be described. But his commentator 
Dhanika would not allow Sinta even in poetry. There can be, in his opinion, no auch 
athdyibhdva as fama or nirreda", Both De and Raghavan follow the reading in the 
NSP, ed.; see addendum for discussion, 
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( Karika ) : “ Santarasa ( Samaprakarsa) need not be mentioned ( sepa- 
rately’ and specifically), because the mental attitudes such as mudita, etc., 
out of which it is developed, are of the same nature (as vikasa, vistara, 
ksobha and vik sepa, which are at the root of the other eight sthayibhavas ) ”. 


If santarasa is of the following nature, namely : 

" Where there is no sorrow and no happiness, no anxiety, no hate or 
love and no desire at all, this is called Santarasa by great sages, and it has 
Sama as its sthayibhava ", 

then (it must be noted that) it appears only in the state of moksa, 
which is defined as the realisation of the true nature of the Self. Even 
the scriptures speak of this state as indescribable by saying “it is not 
thus, it is not thus", thereby denying all positive attributes (in its 
case ). Moreover, there are no sensitive readers who can be said to aesthetically 
enjoy Santarasa as described above. Still? mudita, maitri, karuna, and 
upeksā, which are means leading to it, are of the nature of vikasa, vistara, 
ksobha and viksepa, and since these latter (four mental states ) have been 
mentioned earlier (in connection with the eight sthayibhavas ) the aesthetic 
enjoyment of santarasa is as good as already described. 





l. This is a difficult passage. Haas reads uirvácyah, whereas Shastri reads 
anirvácyah ( which he interprete, wrongly we feel, as vaktum asakyah ) ; we accept the 
latter and translate it as: “need not be ( separately) mentioned”, Samapraknrsa 
means the eame as fdutarasa (866 bhayotkarsa in the sense of blhaytinake used in the 
preceding verse). For such a controversial subject this line is hardly sufficient. 
What are its implications? Apparently that Sénta exista, but can be subsumed under 
the other rasas. However, Haas translates as follows: “The Quietistic Sentiment, 
( which arises ) from happiness and the like, is to be defined as a state having that 
(i. e. happiness ) as its essential nature". This is in any case not how Dhanika under- 
atands the line. See addendum. 


2. Athüpi would mean “ nonetheless”. Bo, it would seem that we should 


understand the phrase: न च तथाभूतस्य शान्तरसस्य सहृदयाः स्वादयितारः सन्ति, ४० mean 
that sahrdayas do not enjoy it. 

3. Mudita etc.. are of course of great fame in Buddhism, forming a separate 
chapter of the Vrauddhimagga, They are equally known to the Hindu tradition ( Yoya- 
sütra, I, 33). Here Dhanika equates them with the four states of mind mentioned 
in IV, 52, where ४४696 ( expansion or dilation ) applies to árigára and hásya ; vistara 
( exaltation or elevation) to vira and adbhuta; ksobha ( excitation ) to bibhataa and 
bhaydnaka ; and viksepa ( perturbation ) to raudra and karuna. It would seem that 
áünta arises from wpeksa ( which is correct), which would then be assimilated to 
vikgepa(?). The construction of Dhanika's passage is somewhat complicated. Our 
translation best explains how we have understood it. (Note that we have emended 
pradurbhávat to pradurbhacah ). 
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CONCLUSION 


Abhinava’s final view on the relation between brahmasyada and rasa- 
svada seems to us best summarised by his commentary on a very unusual verse 
by Ánandavardhana. The verse is found in the third Uddyota of the 
Dhvanyaloka, in a long passage where Ananda illustrates various combinations 
of dhvani with other types of poetry. The verse in question is meant to 
illustrate the conmingling ( sazkirnatva ) of arthantarasankramitavacyadhvani 
with virodhalankara, but the verse is interesting for completely different 
reasons. 

Here is the verse along with Abhinava's remarkable commentary on it: 


्रभेदान्तराणामपि कदाचित्‌ सङ्कीणत्वं भवत्येत्र | यथा ममेव- 
या व्यापारवती रसान्‌ रसयितुं काचित्कत्रीनां नवा 
दृष्टिया परिनिष्टरितार्थत्रिषयोन्मेधा च वेपाश्चिती | 
ते द्वे अप्यत्रलम्ब्य विश्वमनिश नित्रेणेयन्तो वयं 
श्रान्ता नेत्र च छम्धर्मन्धिशयन तव्भक्तितुल्यं सुखम्‌ ॥ 
इत्यत्र विरोधाळंकारेणार्थान्तरसंक्रमितत्राच्यस्य ध्वनिप्रभदस्य संकीर्णत्वम्‌ | 
Locana p. 508 : 

व्यापारत्रतीति । निष्पादनप्राणो हि रस इत्यक्तम्‌ । तत्र विभावादि योजनात्मिका 
वर्णना, तत: प्रभृति घटनापर्यन्ता क्रिया व्यापारः, तेन सततयुक्ता । रसानिति । रस्य- 
मानतासारान्‌ स्थायिभात्रान्‌ रसयितुं रस्यमानतापत्तियाम्योन्‌ कतम्‌ । काचिदिति | 
ठोकत्रार्तापतितबोधात्रस्थात्यागेनोन्मीलन्ती | अत एत्र ते कत्रयः वर्णनायोगात्‌ तेषाम्‌ | 
नवेति । क्षणे क्षण नूतनेनूतनेर्वेचित्र्यजगन्तयासुत्रयन्ती । दृष्टिरिति । प्रतिभारूपा, तत्र 
दृष्टिश्वाक्षुष ज्ञानं षाडवादि रसयतीति त्रिराधाळंकारोऽत एव नवा | तदनुगृहीतश्च ध्वनिः, 
तथा हि चाक्षुषं ज्ञाने नात्रिवक्षितमत्यन्तमसम्भवाभावात । न चान्यपरम्‌ | अपि लवर्थन्तिर 
ऐन्द्रियकविज्ञानाभ्यासोल्लासिते प्रतिभानलक्षणे 5्थ संक्रान्तम्‌ | संक्रमणे च विरोधोऽनुप्राहक 
एव | तद्वक्ष्यति-* त्रिरोधालंकारेण ? इत्यादिना । या चेत्रंविधा दृष्टिः परिनिष्टिताऽचळः अथ- 
विषये निश्चेतब्ये विषये उन्मेषो यस्याः | तथा परिनिष्टिते छोकप्रसिद्भेऽथं न तु कविवदपूर्व- 
स्मिन्नर्थे उन्मेषो यस्याः सा | विपश्चितामियं वेपश्चिती | ते अवलम्ब्यति | कत्रीनामिति वेपश्चि- 
तीति वचनेन नाहं कत्रिन पण्डित इत्यात्मनाऽनोद्धस्यं ध्वन्यते । अनात्मीयमपि दरिद्रगृह 
इवोपकरणतयान्यत आहतमेतन्मया दृश्द्रियमित्यर्थ: | ते द्वे अपीति । न हयेकया दृष्ट्या 
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सम्यड्निर्वेणेने नित्रहति। विश्वामित्यरोेषम्‌। अनिशमिति । पुनः पुनरनवरतम्‌ | 
निर्वणयन्तो वर्णनया, तथा निश्चितार्थ वर्णयन्तः इदमित्थमिति | परामर्शानुमानादिना निर्भज्य 
[rawi किमत्र सारं स्यादिति तिलशस्तिलशो विचयनम्‌ । यञ्च MAWA तत्खलु मध्ये 
व्यापायमाणया मध्ये चाथबिशेषेषु निश्चितोन्मेषया Hawa दृष्टया सम्यडनिवर्णितं भर्वाति | 
वयमिति | मिथ्यातत्वद्ष्बाहरणव्यसनिन इत्यथः | श्रान्ता इति। न केत्रळं सारं न eed 
यावस्रत्यृत खेदः प्राप्त इति भाव; | चशब्दरतुशब्दस्यार्थ । अब्धिशयनति | योगनिद्रया 
त्वमत एवं सारखख्यवेदी खरूपावस्थित इत्यथः | श्रान्तस्य शयनरिथत प्रति बहुमानो भवति | 
त्वद्भक्तीति। त्वमेव परमात्मखरूथो विश्वसारस्तस्य wth: श्रद्वादिपूवक उपासनाक्रमज-. 
Waa Taal न eere तावत्तञ्जातीयम्‌ | 

एवं प्रथममत्र परमेश्वरभक्तिभाजः कुतहूळमात्रावळग्वितकविप्रामागिको भयवृ त्ते; पुन- 
रपि परमेश्वरभक्तित्रिश्रान्तिरव युक्तेति मन्वानस्येयमुक्तिः | सक्लप्रमाणपरिनिश्चितदष्टादृष्ट- 
विधयविशेषज aga TAN वा लोकोत्तरं रसचत्रणामकं तत उभयतोऽपि परमेश्वरविश्रा- 
Ara: प्रकृष्यते तदानन्दविप्रुग्मात्रावमासो हि रसाखाद इत्युक्तं प्रागस्माभिः । लोकिकं 
d gd ततोऽपि निकृष्टप्रावं बहुतरदु:खानुषज्ञादिति तासथम्‌ | 
TRANSLATION OF Dhvanyaloka, IJI :! 

“ There is also a mixture of a figure of speech in varieties of dhvani 
( other than rasadhvani) as well. For instance in the verse : 

‘The new and wondrous (kdcit) vision (drsti) of poets which 
concerns itself ( vyaparavati ) with turning permanent emotional states ( rasas; 
i. e. sthà yibhavas ) into aesthetic experiences, and that philosophic ( or analytic, 
vaipasciti ) vision that reveals the realm of already existing ( i.e. not depending 
on the poet's creative imagination ) objects — we have employed both of these 
constantly to examine and describe the world ( we live in )) We have become 
weary in so doing, but have not found happiness thercin, in any sense com- 
parable to the joy we feel in our devotion to you, who sleep on the ocean”. 

In this verse, there is a mixture of arthantarasankramitavacya and 
the figure of speech ( known as) ( apparent ) contradiction ( virodha).” 
TRANSLATION OF Locana lil: ` 


“ VY APARAVATI : For we have ( already ) said that rasa is identical 
with the process of conveyance itself ( nispadanapràno hi rasah ).? (Poetic 


|. D. Al. p. 507, 508. Abhlinava quotes this verse in the A. Bh. Vol. L, p. 300. ' 

2. This refers to Abhinava's doctrine, explained in the second Uddyo/a on 
p. 387, ( B. P. ed.) that rasa is the process of perception itself ( pratiyamána eva hi 
rasak ),i. e., it ia not an object of cognition in much the same way that the súkr» 
(the subject ) in Advaita can never be the object of cognition. In this sense, rasa is 
purely subjective, and is not amenable to ordiuary means of cognition, 
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vision is) constantly engaged in that activity ( vyapara), i. e., that action: 
which begins with a description consisting in the combination ( i. e. presenta- 
tion) of the vibhavas, etc., and ending with sentence-structure ( ghatana ).! 
Rasan refers to the sthayibhavas, the essence of which consists in the state of 
being enjoyed aesthetically ( rasyamanata ). Rasayitum means to make the 
Sthayibhavas fit for attaining to this status of being aesthetically enjoyed. 
Kacid (“ wondrous") means revealing itself (unmilanti) by abandoning 
(and becoming superior to) the state of the cognition of ordinary 
worldly things. And so (i. e. because they are cndowed with such a 
vision ), they are poets by virtue of their power to describe? (things in 
an extraordinary way). Nava means, it reveals (asutrayanti) worlds at 
every instant in ever new and variegated forms. DRSTIH. ( The vision ) 
is of the form of poetic imagination (pratibha). Since “ vision” refers 
( primarily ) to knowledge we derive from our eyes and since it is here 
said to enable (one) to enjoy (such beverages and edibles as) sidava, 
etc., there is the figure of speech known as (apparent) contradiction 
( virodhia ).* And so this vision is called “new” (i. e. marvellous). And 
the (arthantarasankramitavàcya )dhvani (in the word drsti) is helped by 
this figure of specch. For actually eyesight (the literal sense of the word 
drsti) is not here altogether unintended,? since it is not totally impos- 
sible (to think of physical eyesight being of use to the poet in observ- 
ing the world before describing it). Nor is actual eyesight (wholly in- 
tended) (and) subservient to some other suggested sense ( anvapara = 
vivaksitànyaparavàcya ). Rather the literal meaning ( of sight) passes over 
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l. This refers to those passages in the firat Uddyota ( p. 88 and 04) that 
speak of yuras and alaxkdrax as contributing to the beauty of poetry. In the second 
Uddyota ( p. (88) thore is a passaye in the Locana where the phrase samucitaguná- 
larkdra is actually usod. Sao also Locana, p. 88. 

3. Varranóyogot moans lokottaravarnanayogüt, Bee A? I. p. (0 ( Jhalkikar's 
edition ). 

3. Abhinava speaks of sádaoa in the A. Bh, Vol, l, ( p. 288 ). 

4. Place a danda after rnirodhaladkaro on p. 508. 

5. This expression, dr;tih. (i.o. cdkruraw jriduam) rasan rasayitum rydpara- 
vati involves a contradiction, something illogical and queer, and that is the reason 
for calling the vision aed (novel, out of the ordinary). Of course it is true that the 
contradiction is removed later on by taking drstth to mean “poetic vision” and 
rasan rasayitum to mean “to bring about aesthotio experience in the minds of the 
readers or spectators”, but as soon as wo understand the words metaphorically in thia 
manner, the “novelty” or *marvellousness" also disappears. The words ata era 
nawa refer to the contradiction between the prima facie senses of dre and rasdu 
rasayitum, 

6. Atyantam can be taken both with avivaksitam and with asambhavablidvdt, 
The idea is that this ia not atyantatiraskrtavacya (a subvuriety of avivakatavacya ), 
because the literal meaning of “ sight " is slightly retained in tbe sense thut careful 
observation of the wortd around us is useful for the aspiring poet. 
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into the meaning of “poetic vision” that is the result of the repeti- 
tion of the “ sensual” (ocular) perception ( of the world) (aindriyaka- 
vijnana).' This passing over (into another meaning) is helped by the 
figure of speech known as “ contradiction". So, Ananda will say : 
“(there is the combination of arthantarasankramitavacya ) with virodha- 
lankara ".* (The compound parinisthitartha visayonmesa can be explained 
as follows : ) (First) ya ca means sight as just described, i. e. the functioning 
( unmesa ) of which with respect to objects to be cognised is fixed ( or stable ) 
that is, immoveable ( definite ). Or else ( we can analyse the componnd as 
follows : ) That sight the functioning ( unmesa) of which is with respect to 
objects that are firm ( parinisthita), that is, well-known in worldly experi- 
ence, and not with respect to completely unprecedented ( new ) objects as is 
the case with poets (i. e. poets create new worlds whereas philosophers 
analyse the one we live in ). The word ( vaipaSciti ) is explained as vipascitam 
iyam (‘ pertaining to philosophers). When Ananda says? : ““ drawing on 
both sorts of vision ?, “that of poets " and *' that of philosophers "*, his own 
modesty is suggested, for he means: “ Iam neither a poet nor a scholar.” 
* f have borrowed this double vision ( poetic and philosophic ) which does 
not really belong to me, the way a poor man in an ill-equipped house will 
borrow provisions ( and articles of furniture, etc.) from somebody else's house 
in order to entertain (a guest). " 


TE DVE API : One sort of vision alone is not sufficient for accom- 
plishing a proper scrutiny and interpretation ( nirvarnanam ).  Visvam (in 
addition to thc sense “ world " ) means "all". AniSam means again and.again 
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}. The compound aindriyakavijslánaóhgásollasite ( where ullasita must mean 
something like “being the result of”) can also be understood in a totally different 
way: We can split the compound after aindriya, and readkarijtióna. This would 
then translate as : “ The result of tho repetition of the ocular perception (of the world) 
on the part of the poet”, | 

2. How is the arthantarasunkramitavdcyadhvoant helped by ०४४१०८१ ? The 
point is this : the initial contradiction between drgzi ( eye-sight ) and rasán rasayitum 
vyGparavati ( “engaged in bringing about the experience of physical flavours or 
tastes” ) is responsible for giving rise to the arthaántavasankramitavacyadhvans. 
The suggested prayojana in the ajzhallaksana is pratibhásasya atisphutatvam 
( extreme clarity of poetic vision ). Had the virodha ( i. e. failure of the literal sense 
of sight ) not been there, there would have been no ajahaliaksand, and consequently 
no suggestion of the prayojana. Thus the arthóuntarasankramstavádcyadhvani is 
supported by (or based upon ) virodha. So virodha is anuyrdhaka of the arthan- 
sarasankramitavdcyathovans (which is the anugrdhys ),  Virodlha is the arya and 
arthdnturasnikrumitacdcyadAvans is the agin, So this is a case of aágángibhava- 
sankara or anugrühyanugrühakablidvasarkara, 
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4, Remove the danda after te avalambyets on p. 508, since this is part of the 
3eries of three quotations that Abhinava enumerates, 
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without stopping. We have been describing (the world) through ( poetic) 
descriptions (as explained above), and also describing in a definite 
( categorical) manner as follows: This is really like this! (i. e. making 
careful analytic descriptions ).? A description ( of this kind ) involves analysis 
through direct perception (paramarsa), inference, etc., so as to dis- 
cover wherein the essence might lie, i.e. dissecting things very minutely 
( tilasas tila$ah) (and carefully). It is well-known ( khalu ) that things to 
be described are well and properly (or completely) described when they 
are presented at times by means of the poetic vision ( employed for bring- 
ing about aesthetic experience ) and at times by means of the stable philo- 
sophic vision which definitely and categorically reveals their particular ( i. e, 
true) nature. Vayam means ** we who have been engaged in using both 
illusory* (i.e, poetic) vision and analytic (i.e. philosophic) vision”, 
Srantah means : “not only have we not discovered anything substantial, but 
quite the contrary, we have only found weariness ". The word “ and " is used 
in the sense of “but”, Abdhisayana. (“ O you who are sleeping on the 
ocean ” ), because of your Yogic sleep, ( having withdrawn the whole universe 
into yourself ). And thus you know the true nature of the real essence, i. e, 
you remain in your true nature. À person'who is tired (naturally) feels respect 
(bordering on envy) for one who manages to be lying down! TVADBHAKTI. 
You alone are the true nature of the highest Self, the essense of every 
thing. * Devotion to you" means infusion with devotion preceded by 
faith (sraddha), etc., which (infusion) arises in due order from upāsanā 
( adoration ), etc. We have not obtained any (joy ) ( even remotely ) com- 


]. Abhinava uses this same expression on p. 97 of the Locana, in explaining 
how a poet, even though he he gifted with imagination ( pratibha ) must nonetheless 
put in hard work in the form of revision, ate. : यद्यपि स्वयमस्येतत्परिस्फुरति, तथापीदामित्थ- 
मिति विशेषतो निरूप्यमाणं सहस्राखीभवति । Of course the two terms are slightly differ- 
ent in meaning. 

2, Place a danda after idam itham iti in the B. P. edition. 

3. We take pardémarga to stand for pratyaksa in general, rather than for 
lingaparámarás (i. o. as part of anxmána ). 

4. Mithyd refers to poetic knowledge, becnuae, as Ananda says in the fourth 
Uddyota (p.527), quoting some unknown mahdkevs : “ The literary utterance of 
great poets is glorious. For it causes various ideas to enter the heart ( of the reader) 
and appear (there) in a forim which is different, as it were, from their real form”. 
The Skt. cháyá for this is: अतथास्थितानपि तथासंस्थितानिव हृदये या निवेशयति। अर्थ- 
विशेषान्‌ सा जयति विकटकविगोचरा वाणी ॥ See also the fine verses by Ananda quoted in the 
third Uddyota, p. 498. See above, p. I2 

5. We propose placing a danda after yoganidrayá, which is the word added 
by Abhinava to bring out the implication of abdhi$tyana. “ You arelying on the 


ocean in your Yogic repose.” त्वमत एव सारस्वरूपवेदी, खरूपावस्थित: Sadi should be 
taken as a separate sentence. Cf., on the notion of Yogunidra, Raghuvamga, XIII. 6, 
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parable to that arising from devotion to you, let alone an identical ( joy ). 
This stanza is the utterance of the author ( Ananda ), who began by first being 
a devotee of God, and then, simply out of curiosity, adopted both the view- 
points of the poet and the philosopher ( but found them ultimately unsatisfy- 
ing ) and once again came to believc that rest in devotion to God was in- 
evitable ( yukta ).! 


For we have already explained’ that the happiness which 
results from ( conceptual understanding ) of both seen and unseen 
objects which are ascertained ( permiiseite ), by all the means of 
valid cognition (i. e. philosophy ) or even that transcendent joy 
which consists in relishing an aesthetic experience — to both of these 
the bliss that comes from finding rest in God is far superior 
( preekrgyete y; and that aesthetic pleasure (?vtsdsrada ) is only the 
reflection (reawthhasa ) of a drop ( erus) of that mystic bliss, 


But ordinary worldly happiness is for the most part ( praya ) inferior 
to even that aesthetic delight, because it is mixed with abundant ( bahutara ) 
suffering as well. This is the essence of what he means. ” 


This then, is Abhinava's final position. To have provided a coherent 
philosophy of aesthetic experience is no small achievement. Clearly it was 
owing to Abhinava's influence that so many later writers ( primarily among 
the alankarikas, and only very rarely among purc philosophers, for reasons 
that still puzzle us) were able to draw upon this precious analogy of religious 
experience and aesthetic experience, and to make their own contributions. 
It is not our purpose to provide anything more than the briefest glance into 
some of thc more noteworthy passages in which interesting distinctions can 
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l. Ie Abhinava just guessing that this is the case from the single poem here 
given, or is he actually privy to some information about the life of Anandavardbana 
that bas not come down to us? One might he inclined to believe that he is simply 
saying what his become a cliché (cf. the popular notions about the life of Bhartrhari, 
tho author of the fatakatrayam ) namely that oneis first inclined towards worldly 
life, but eventually, in the wiedom of age, one comes to religion. But here Abhinava 
saya that Ananda was frat a devotes, then went through u middle period of interest 
in poetry and philosophy, and finally came back to religion. This is too nnusual to 
be simply invented, and we think that the likelihood of Abbinava reporting an 
actual detail of Ananda's life is strong. Otherwise tho expression prathamam would 
he out of place, since there is nothing in the verse itself to warrant this assumption. 
This is important, hecause it is the only detail that we know of bis life, for no other 
legends or reporta have come down to us. 

2. By tty utes prág asmabhth, Abhinava must be referring to the Locana 
itself (and not to an earlier work ). But wo havo not come across any explanation ip 
oar reading of the text of the Locana. A puzzle, 
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be found. One is found in the Vyaktiviveka of Mahimabhatta.! Mahima 
is objecting to the use of the word vi$esa by Anandavardhana in the expres- 
sion kavyavisesa in Karika ]3 of the first Uddyota: “It is also not possible 
to speak of excellence (wisesa i. e. atisaya) in the case of poetry, for kavya 
(i. e. rasa ) consists in the relish of the highest happiness ".? Mahima means 
that one cannot use the expression kavyavi$esa, since all poetry is rasatmaka 
and is therefore in and by itself niratisayasukhasvadalaksana. ( He is thus 
not referring to the division of poetry into uttama, madhyama, etc.). In support 
of his contention he quotes the following very interesting verse : 3 


* When, from the recitation* and singing of the Dhruva songs, rasa 
reaches its peak ( i. e. the spectator is filled with rasa ), he turns his attention 
in wards ( antarmukha ) for the moment, concentrated entirely on enjoying that 
profusion ( bhara ) ( of rasa) and becomes delighted. At that moment ( tatah ) 
when (he) is immersed in his own true nature ( scarupa) and he is unaware 
of any outside object ( nirvisaya ), his own deep flow (nisyanda) of joy 
becomes manifest, by which even Yogins are pleased "'.* 


Madhusidanasarasvati in his Sribhagavadbhaktirasayanam, I. 22. 
differentiates between rasasvada and brahmasvada. He says that whereas 
brahman is sat (existence) and ajnata (unknown by ordinary people), 
worldly objects like a beautiful woman, ctc., are knowable (meya) by 
means of valid knowledge. But a bcautiful woman, etc., as presented in 
literary works appears to the sahrdaya in the form of pure consciousness 
( caitanya ) as limited by the beautiful woman, etc., when the covering mantle 
disappears ( mayavrtitirodhane, paraphrased in the commentary as vyavarana- 





l. VV.p. I00 ( Kashi Skt, Series ed, ]964. ) 

2. VV. p. 300 : न च तस्य विशेषः संभवति निरतिशयसुखास्वादलक्षणतवात्तस्य | 

3. VV. p. 00 : यदाहु. — 
हीर पाख्यादथ धरुवागानात्ततः संपूरिते रसे । तदास्वादभरैकाग्रो हृष्यत्यन्तमुंखः क्षणम्‌ ॥ 

ततो निविषश्रस्यास्य स्वरूपावस्थितो निज: । व्यज्यते हादनिष्यन्दो येन तृप्यन्ति योगिनः ॥ 

4. We tako pathya to mean: “ anything to be recited ", and thus it can 
denote the recitation of the nandi, the recitation of the speeches assigned to tho 
different characters, and also the recitation of non-dramatic poems, DaArundgana 
applies not only to the songs sung in the pürraras0a, but to all songs sung in the 

, actual course of the play, suoh as that sung at the time of the entry of a character 
( právesiki dhruvá ) and that sung at the exit of a character (naiskrámikt :dhruvá ), 
Rayyaka (in his comm. on the VV., p. 99) takes páthya to be a reference to Advya, 
and dhrurd to be a reference to the Natya : WAI दित्यादिना, ध्रुवाख्यगी तिसामर्थ्यानुगुण्येन 
नाट्यविषयरसम्वरूपतणनम्‌ | काव्यविषये तु गानवर्जमिति तदेव रसस्वरूपम्‌। Note that Ruyyaka, 
p. ]00, takes usya asa reference to the reader or spectator : usys carrayttuh. 

5. Gnoli (op. cst. first edition, Rome, p. 57), says that this verse ie 
MH ote 2५224 cass certainly from Bhatta Nayaka, ” 
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tirodhane ), because the mind of the sahrdaya, stabilised in sattvaguna, becomes 
fora moment identified with pure consciousness. But because it is after all 
worldly objects ( visaya ) that are perceived under the form of the highest 
bliss ( paramanandarupavisayopadanat ) and because there is the non-percep- 
tion ( abhàne) of the true nature of pure consciousness as it is limited by 
worldly objects ( tattadavacchinnacaitanyasvarupa ),' there is neither immediate 
release, nor any damage to the self-luminosity (of pure consciousness ). 2 
What follows from this ? 


“ Therefore, when this (consciousness limited by worldly objects) 
becomes manifest in the mind, it turns into rasa, although owing to its being 
mixed with insentient objects it is somewhat less (than the joy of pure 
consciousness ) ”, 3 


Curiously enough, we have only come across one author who makes 
the comparison in favour of rasasvada ( with the possible exception, depending 
on how it is interpreted, of the verse from Bhattanayaka, quoted on p. 23), 
and this is Jayadeva in his Prasannaraghava : 


“ Neither the knowledge of Brahman (i.e. spiritual bliss) nor the wealth 
of a king can be compared to poetry. Likea daughter married to an un- 
commonly worthy man, it creates joy in the heart when it is appreciated by an 
exceptional person ”. * 


l. We propose reading tattadavacchinna for caitanyávacchinna, because thia 
latter makes no sense. If we read the former, tattad can refer to kántádivisaga. The 
expression fattadavacchinnacaitanya actually occurs in the commentary, in the fourth 
line from the beginning. 


2. BR.LI2: 
सदज्ञानञ्च तद्वह्म मेयं कान्तादिमानतः | 


मायावृतितिरोधाने वृत्त्या सत्त्वस्थया क्षणम्‌ ॥ 
Note the commentary (by M. himself ) : 


वस्तुत: परमानन्दरूप विषयोपादानचैतन्यावच्छिन्न चैतन्यस्वरूपाभानाच न सथो मुक्तिः स्व- 
प्रकाशभङ्गो वा | 
3. BR.L 3: qq: कि अताह-- 
अतस्तदाविर्भावित्वं मनसि प्रतिपद्यते | 
किञ्जिन्न्यूनाञ्च रसतां याति जाड्यविमिश्रणात्‌ ॥ 
Note the commentary: लौकिकरसे तु विषयावच्छिन्नस्यैव चिदानन्दांशस्य स्फुरणात्‌ 
आनन्दस्य न्यूनतेव । 
4. Prasannarághava, ( ed. by V. L. S. Pansikar, NSP. }922, p. 6). prastávand, 
verse 23 (last stanza): 
न अझविद्या न च राजलक्ष्मीस्तथा यथेयं कविता कवीनाम्‌ | 
लोकोत्तरे dfe निवेदयमाना पुत्रीव हर्ष हृदये करोति ॥ 


Note the pun on the words lo&ottare pusi nivcáyamáná, 
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Looking back over the many passages! quoted from Abhinava, what 
can we pick out as the main similarities and the main differences? between 
rasasvada and brahmasvada ? 


SIMILARITIES 


(|) There is no pain in drama, for everything is blissful when we 
attain the state of rasa, This is equally true of any higher ecstatic experience. 


(2) During an actual dramatic performance, we forget the self. 


(3) We have no hope of material gain from art. The same is true on 
the religious level, since to become seriously religious in India generally means 
abandoning one's acquired wealth. 


(4) Both experiences are alaukika. We have seen how often Abhinava 
uses this term. 


(5) Both experiences are anandaikaghana. 


(6) In both cases, the distance between the subject and the object is 
removed. Thus Abhinava stressed that rasa is not objective. 


(7) Time and space disappear for the duration of the experience. We 
are not conscious of our surroundings during a drama, or at least we ought 
not to be, according to Abhinava. 


(8) During both experiences there is total immersion. In the case of 
samadhi there is vyutthana, which could correspond ( perhaps forcibly, however ) 
to leaving the theatre and re-entcring ordinary life. We have all certainly 
experienced the curious fecling of being let-down, even of depression, upon 
leaving a theatre. 


(9) In both cases, special preparation is necessary: music and dance 
in the theatre, and perhaps one might include bhajans and other parapher- 
nalia of bhakti in the case of religion. 


(I0) In both cases, what appears is not something that is ''created ” 
anew, but something that is “ manifested ", or ''suggcsted ". Rasa is not 
* produced ", it is "suggested ". So also, the identity of the atman and 


> —— - — 








l. Soe also the Brahmasiddhs of Mandanamisra, Ch. l, p. 8, Kuppuawami 
Bhastri's edition: एवं च लोकिकानन्द एवास्य ( ब्रह्मानन्दस्य ) मात्रेति युज्यते | 

2, Note what the Suzgitaratnákara, III. I266 says: ब्रह्मसंविद्‌ विसदृशी संवित्‌ | 

The Bhácaprakasána, IL ( p. 533) also doals with the distinotion between 
rasdsvada and brahmáspáda and then enda by saying: 

शिवागमज्ञैरथों 5यमेवमुक्त: पुरातनैः | 

Saradaitunnya, as is clear from Ch. I, p. 26-27, and Ch. II, p. 47, does not accept 
Santa, However, at II, p. 48, a certain Visuki is quoted who does accept fdnia, 
On this problem, see Raghavan, “ The Number of Rasas,” p. ll. 
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brahman is only a question of removing ignorance ( i. e. nothing “ new ” is to 
be acquired). In Vedanta the term abhivyakti is often used for this process, 
just as both Ananda and Abhinava use the same expression for rasa. 


(I]) In Vedanta, avidya is removed by means of $ravana, manana etc. In 
rasanispatti, Abhinava emphasises how the vighnas must be removed before 
rasa can manifest itself. 


(I2) In both cases there is a sense of rest ( viSranti), of having reached 
the goal (cf. the Vedàntic expression Krtakrtya) beyond which there is 
nothing to be accomplished. 


(l3) In the aesthetic experience, Ananda (and Abhinava) make light 
of the “ means ” that have brought it about, especially of the vacya sense, 
which is compared to a lamp (D. Al. I. 9 ) which is useful for illuminating 
objects, but which is not the goal of our efforts. Similarly, in Vedanta, 
Sankara speaks of the upayas as being similar to a raft which we leave behind 
after our destination has been reached. 


DIFFERENCES 


The differences are no less striking, and certainly ought not to be 
lightly dismissed. Abhinava himself makes the distinction in a difficult 
passage in the Abhinavabharati :' 


*" Aesthetic experience ( carvana) is different from the perception of 
love, etc., that arises because of ordinary valid means of cognition such as 
direct perception (pratyaksa), inference ( anumana ), textual authority 
( agama ), simile ( upamana ) and others. It is also (an experience ) different 
from the indifferent ( tatastha ) knowledge of another person's thoughts that 

- arises from direct vision in a Yogin, and from the experience that consists of a 
single mass of the bliss ( Gnandaikaghana ) of one's own Self that belongs to the 
‘highest Yogin and which, being pure ( suddha ), is devoid of contact ( uparaga ) 
with any object of the senses. The reason why aesthetic experience differs 
from all the above, is because of the absence of beauty caused respectively by 
the appearance of distractions such as the desire to acquire ( arjanadi ), 

the absence of active participation, the absence of clarity ( asphutatva ), and 
being at the mercy of the object ( of contemplation ). ” 


t 


——— 


l. A. BA. I, 285. Gnoli, p. 2] : 
किं त्वलोलिकविभावादिसंयोगबलोपनतेवेयं चर्वणा । सा च प्रसक्षानुमानागमोपमानादिलौकिकः 
प्रमाणजनितरत्यायववोधतस्तथा योगिप्रक्षजतटसपरसंवित्तिज्ञानात्सकलवैपयिकोपराग घुन्यशुद्धपरयोगिगत- 
' स्वात्मानन्दैकघनानु भवाच्च विशिष्यते, एतेपां य॒थायोगमर्जनादिविम्भान्तरांदयताटस्थ्यास्फुटत्वविषयावेदावैवश्य- 
कृतसोन्द्यविरद्दात्‌ | 
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Other differences are : 


(l) The final state in Vedanta is almost always described (!) as 
ineffable,’ whereas Ananda is clear that such an adjective can never be predi- 
cated of dhvani. Whether Abhinava agrecd or not is not evident. 


(2) The Adhikarin in the case of liberation ts much more strictly defined 
that he is for literature. After all, children are perfectly capable of watching 
a drama, though they might not take away as much as a qualified adult. 


Sahrdayatva is a much more worldly and concrete qualification than is 
mumuk sa. 


(3) The drama is not expected (at least Abhinava never says any- 
thing about this ) to change one’s life radically. To have a profound aesthe- 
tic experience is simply satisfying and does not imply that one will be in any 
sense profoundly altered. One cannot say the same for mystic experiences, 
Quite apart from the concept of sadyomukti, any deep religious experience is 
very likely to make a manitest, sometimes drastic, change in a person's out- 
ward life. 


( 4 ) It is significant that most writers, ( Abhinava is an exception), do 
not use the term ananda to describe the purpose of poetry as often as they use 
the less ethereal term priti and even more often vinoda, “ entertainment ”. It 
‘is perfectly legitimate to give curiosity as the reason for wishing to see any 
given drama. But to say the same of religious experience would be unthink. 
able, at least in ancient India. l 


(5) With the exception of Abhinava, (who has highly “ spiritual” 
‘ideas about love, see p. I4) most writers regard the highest expression of 
drama to be sexual love, without any philosophical implications. 


In spite of these differences, such sentiments in regard to aesthetic 
experience as Abhinava provided, became very common. For instance in the 
Alankaramahodadhi of Narendraprabha Süri we read : 


ari e 





l. E. g. Gaudapada, Lll, 47 : स्वस्थं Wed सनिर्वाणमक्रथ्यं सुखमुत्तमम्‌ | Ananda- 
vardbana is quite clear that auch an adjective can never be predicated of dhrans: 
येऽपि सहृदयहृदयसंवेद्यमनाख्येयमेव ध्वनेरात्मानमा्रासिपुस्तेऽपि न परीक्ष्यवादिन: | ( D. Al. p. 62-63), 
Sahrduyahrdayasamvedyam is uot ambiguous and cannot be Ananda’s own position, 
for if it were, this would in no way prove that dhvani was ‘‘speakable” but only that 
it was “knowable” which is not the same thing at all, Moreover, this is confirmed 
by the passage in the D. Al, p. 33, where this adjective is given as part of the 
anagkhyeyavada, We feel that it is quite possible that Abbinava himself, however, 
did not really agree with this position. It is interesting that he does not comment 
extensively on the auábhyeyavada except to hint that it is a Buddhist position, with 
which Ananda has dealt elsewhere ( Locana, p. 5]9 ). P 
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* ( Aesthetic experience is that state) wherein the mind sinks for a 
moment, where it bathes with ambrosia for a moment, where it gets drunk 
fora moment, where it melts away for a moment ”’.? 


*. 


Even such a staunchly Vedanta work as the Pancadasi of Vidyaranya 
seems to have been influenced by aesthetic speculations in four lovely verses : 


“The lamp which is in the theatre lights up equally the manager, the 
audience and the dancer. Even if they are not present, it shines ”. 2 


“The manager is the ego. The audience are the sense-objects, The 
dancer is the mind. The keepers of time, etc., are the sense-organs. The 
illuminating lamp is the Witness (i. e. the Self) ".? 


* Whatever forms can be imagined with the mind, illuminating all of 
these, he becomes the Witness of all of them. By himself however he is be- 
. yond the reach of words and mind ".* 


“ How can I experience such a Self? [f you feel this way, then do not 
(try ) to experience it. When all experiences cease, then the Witness alone 
is left ".* 

Here is a verse quoted by Jayaratha in the Tantraloka which seems 
to sum everything up in a very fine analogy: 


* Just as when various objects such as pieces of wood, leaves, stones, 
etc., fall into a salt-mine they turn into salt, so also emotions ( turn into bliss 
when they fall into ) the pure consciousness that is our very Self”. 


- ——M -. 
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l. Alaükáramahodadhs of Nárendraprabha Suri, ed. hy L. B. G.J. Pandit, 
Oriental Institute, Baroda, ]942 ( G. 0. S. XCV ) : 

mada क्षणं चेतः स्नातीव सुधाया क्षणम्‌ | माद्यतीव क्षणं यत्र विलीयत इव क्षणम्‌ ॥ 

The Agvipurina too uses the same terminology as Abbinava : 

अक्षरं परमं we सनातनमजं विमु । बेदान्तेपु qan चैतन्यं ज्यातिरीश्वरम्‌ ॥ 

आनन्द: सहजस्तस्य व्यज्यते स कदाचन । ब्यक्ति: सा तस्य चैतन्यचमत्काररसाहृया T 
Ch. 309, vv. I-2 These verses seem to us clearly derived from?Abbinava. 

2. Paficadaíi, X. lI: 

TANGAN दीपः wd सभ्यांश्च नर्तकीम्‌ । दीपयेदविशेषेण तदभावेऽपि दीप्यते ॥ 


3. PD. X. 4: 
अहँकारः TH: सभ्या विषया नर्तकी मतिः । तालादिधारीण्यक्षाणि दीपः साक्ष्यवभासकः ॥ 
4. PD. र. 23: 


quz Tr कल्प्येत वुद्धवा तत्तठ्क्राशयन्‌ । यस्य तस्य भवेत्साक्षी स्वतो वाग्वुद्धयगोचर: ॥ 
6, PDX. 94: 

कथं qazan ma इति चेन्मेव गृह्यताम्‌ | सर्वग्रहोपसंशान्ती स्वयमेवावशिष्यते ॥ 

6. T. Al. Vol. I, p. 30, part two, second dhuika, under verse 35 : 

यथा ममायां पतिता: क्राष्ठप्णपलादय: | लवणत्वाय कल्पन्ते तथा भावाश्रिदात्मनि ॥ 


APPENDIX 


LATER WRITERS ON Santarasa AND Rasasvada: 

It is not our main purpose to examine in any detail how the writers of 
the later tradition deal with the themes supplied by Abhinavagupta. None- 
theless there are certain passages which we feel deserve to be noticed. The 
three main texts that should be scen are the Kavyaprakasa, the Sahitya- 
darpana and the Rasagangadhara. There are two areas in which we are inte- 
rested : $àntarasa and rasasvada. The Kavyaprakasa is quite brief on $ànta- 
rasa. At IV. 29 Mammata says: 

“S rigara, hàsya, karuna, raudra, vira, bhayānaka, bibhatsa and 
adbhuta—these are stated to be the eight rasas in drama.” 

Later, at IV. 35 he says : 


“ Santa is the ninth rasa, of which nirveda is the sthayibhava"" and then 
he gives the stanza ahau va hare và kusumasayane và drsadi và as an example 
of $antarasa.! It would scem therefore that according to Mammata, Santarasa 
has no place in drama, but only in kàvya. But his statement is not un- 
ambiguous, and it is possible to interpret him to mean that generally only 
eight rasas are admitted, but that he would admit also santa as a ninth. 


Visvanatha, in the Sahityadarpana, MI. 45 ff., has the following remarks 

on SR: 

Sahityadarpana INI. 245-250 : 
अथ Wed: — 
शान्तः शमस्थायिभात्र उत्तमप्रकृतिमतः || 
कुन्देन्दुसुन्दर*छायं: श्रीनारायणदेवत: | 
अनिव्यत्वादिनादाषवस्तुनि:सारता तु या ॥ 
परमात्मस्वरूपं वा तस्यालम्बनमिंष्यते | 

हरिक्षेत्रतीथ 

पुण्या श्रमहरिक्षेज्रतीथरम्यवनादय: || 
महापुरुषसङ्गायास्तस्योद्दीपनरूापिणः | 
रोमाञ्चाद्याश्चानुभात्रास्तथा स्युव्यभिचारिण: || 
निर्वेददपस्मरणमति भूतदयादय | 


—— — — = ८ —— 
— M —— 





l. According to Ksemendra, Aucityavicdracarcd 29 (Minor works of 
Ksemendra, Sanskrit Academy Series No. 7, Hyderabad, ]96l, edited by E. V. V. 
Rághavácàrys and D. G. Padhye), this stanza was writtoo by Utpalaraja. Kosambi 
(“The Epigrama Attributed to Bhartrhari", Bhuratiya Vidya Bhavan, I948, p. 85) 
includes it among the Samányira$lokas, as no. 2]3. 
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यथा- 
रथ्यान्तश्चरतस्तथा ध्रृतजरत्कन्धाळ्वस्याध्वगेः 
सत्रासं च सकौतुकं च सदये दृष्टस्य तेनीगरेः | 
निव्याजीकृतचित्सुधारसमुदा निद्रायमाणस्य मे 
नि:दाडू: करटः कदा करपुटीभिक्षां त्रिलुण्टिष्यति ॥ 
पुष्टिस्तु महाभारतादौ द्रष्टव्या | 
निरहंकाररूपत्वाइयावीरादिरेष नो ॥ 
दायतीरादो हि नागानन्दादो जीमूतवाहनदेरन्तरा मळ्यत्रव्याचनुरागादेरन्ते च 
विद्याधरचत्र्र्ित्वाद्याप्तदशनादहेकारोपशमो न TAA | शान्तस्तु सत्रीकारणाहंकारप्रश- 
मैकरूपत्वान तत्रान्तर्भावमह॑ति | अतश्च नागानन्दादिः दान्तरसप्रधानल्रमपास्तम | 
ननु 
`न यत्र दुःखं न सुखं न चिंता न द्वेषरागो न च काचिदिच्छा | 
रसः स शान्तः कथितो मुनीन्द्रैः सरेषु भावषु समप्रमाण: || 
इत्येत्ररूपस्प शान्तस्य मोक्षात्रस्थायामेात्मखरूपापत्तिलक्षणायां प्रादुमावात्तत्र संचार्यादी- 
नामभात्रात्कथं रसत्वमित्युच्यते--- 
| युक्तवियुक्तदशायामवस्थितो यः राम; स एवं यत: | 
रसतामेति तदसिमिन्संचार्यादे: स्थितिश्व न विरुद्धा ॥ 
यश्चास्मिन्सुखाभावो 5प्युक्तस्तरय वैषयिकसुखपरत्वानन विरोध: | 
` यच्च कामसुखं ठोके यच्च दिव्यं महत्सुखम | 
तृष्णाश्षयसुखस्यैते नाहतः षोडशीं कलाम्‌ ॥ ? 
सर्वाकारमहेकाररहितले ब्रजन्ति चेत्‌ | 
अत्रान्तर्भावमहन्ति दयात्रीरादयरतथा || 
आदिशब्दाद्वमत्रीरदानवीरदेवताविप्रयरतिप्रश्तयः | 
तत्र देत्रताविषया रतियेथा--- 
कदा वाराणस्यामिह सुरधुनीरोधसि वस- 
ama: कोपीनं शिरसि निदधानोऽञ्जलिपुटम्‌ | 
अये गोरीनाथ त्रिपुरहर झाम्भो त्रिनयन 
प्रसीदति क्रोशन्निमिषमिव नेष्यामि दिवसान्‌ || 
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“< Santarasa has calmness (sama) as its basic mood. It belongs to the 
very best of men. It has the white complexion of the Kunda ( jasmine) and 
the moon, and the revered Narayana as its presiding deity. Its alambana- 
vibhava is the emptiness ( or vanity) of all things because of their transient 
nature, or it is the nature of the supreme Self. Its uddipanavibhavas are holy 
hermitages, sacred places ( hariksetra ), places of pligrimage, pleasant groves, 
etc., and the company of great men etc. Its anubhavas are horripilation, etc. 
Its vyabhicaribhavas are self-disparagement, joy, recollection, resolve, kind- 
ness towards all beings, etc. Here is an example: 


** When will the crows fearlessly carry away the food placed as alms in 
my joined hands, as | move along the highway wearing an old, worn-out, 
tattered and inadequate garment, looked at by the citizens on the road with 
fear, curiosity and pity, sleeping in the unfeigned bliss of relishing the nectar 
of spirituality ? ” 

The full development ( of santarasa ) is to be seen in the Mahabharata, 
etc. 


“ Dayavira (in which the sthayibhava utsaha is based on or is con- 
cerned with mercy or benevolence ), etc., are not identical with this ( santa), 
as ( Santa ) is without even the slightest trace of egoism ( while dayavira, etc., 
are marked by egoism ) ". 


In dayavira, etc., such as for example in the case of Jimütavàhana, etc., 
we do not find an extinction of egoism, in as much as we observe in the 
middle of the play, Jimütavàáhana's love for Malayavati, and in the end his 
attainment of the status of sovereignity over the Vidyadharas. Sànta, how- 
ever, cannot be included under dayavira, etc., because its exclusive nature is 
the extinction of egoism in every way. Hencc the view that in the Nagananda, 
$ànta is the dominant sentiment, is refuted. 


It may be objected as follows: 


** Where there is neither pain, nor pleasure, nor worry, nor hatred, nor 
affection, that is styled as &antarasa by the chief among the sages, that which 


११ ] 


consists in equality towards all objects ”. 


How can $antarasa which is of the nature described above, and which 
manifests itself only in the state of emancipation ( moksa }, where there is the 
complete absence of the auxiliary feelings (and the abiding mental moods such 
as love, etc.) be regarded as a rasa? We reply as follows: 


'* Since that tranquillity alone which exists in the state wherein the mind 
is joined to and also disjoined from the soul (i. e. wherein the soul is not 





l. Reading earvesu bhaveru samapramánah, while in the Dafaripa, under 
IV, 45, the reading ie sarvesu bhdvesu semapradhdanah, 
XXIV 
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completely absorbed into the absolute) attains to the nature of rasa, the 
presence of the auxiliary feelings etc. ( i. e. of the abiding mental moods, the 
excitants and the ensuants ) is not ruled out ". 


As for the statement that there is in Santa the absence even of pleasure, 
that refers only to worldly pleasure ( vaisayikasukha ), and hence, there is no 
contradiction. For it has been stated: 


“ The earthly pleasure arising from fulfilment of desires as well as the 
great pleasure which is attained in heaven — these are not equal to even a 
sixteenth part of the happiness arising from the extinction of all desires”, 


Dayavira, etc., deserve to be included under santa, provided that they 
are completely divested of egoism in every way. 


The word “26.7, stands for dharmavira, danavira, love having a deity for 
its object, etc. Amongst these, love having a deity for its object is illustrated 
in the following stanza : 


“ When shall | pass my days as a moment, dwelling in Varanasi, on 
the bank of the divine river ( Ganges) wearing a loin-cloth, holding my 
hands joined on my head and crying out: “ O lord of Gauri, destroyer of 
Tripura, three-eyed Sambhu, be merciful towards me!” 


The commentary of the Sahityadarpana on rasasvada, while interest- 
ing, is too long to include here (see SD III. ] and ff.). This and the com- 
mentary of the Kavyaprakasa on rasasvada (III. pp. 9!-95, Jhalkikar) are 
readily available, since there exist translations into English of both these texts 
(see Bibliography). The Rasagangadhara, however, is a different matter, 
since it has never been translated before. We therefore thought it worth- 
-while to translate in full Jagannatha’s remarks on santarasa, and to provide an 
explanatory translation of his remarks on Abhinava's views on rasasvada. 


Here is the first text: 
Rasagangadhara 

—— 

: ATE: करुणः शान्तो रोद्रो वीरोडद्र तस्तथा | 

हास्यो भयानकश्वेव बीभत्सश्चेति ते नव ॥ ! 
इत्यक्तेरनवधा । मुनिवचनं चात्र मानम्‌ | 
केचित्तु--- 

‹ शान्तस्य DIMANA च तदसंभवात्‌ | 

अष्टावेव रसा नाट्ये न शान्तस्तत्र युज्यते ||! 
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SATE: | dunt न क्षमन्त | तथा हि नटे दामाभावादिति हेतुरसङ्गतः , नटे रसाभिव्यक्तेर- 
खीकारात्‌ | सामाजिकानां was तत्र WE बाधकाभावात्‌ | न च नटस्य 
झामाभात्रात्तदभिनयप्रकादाकन्वानुगपत्तिरिति वाच्यम्‌ | तस्य भयक्रोधादेरप्यभावेन तदमिनय~ 
प्रकारकताया अप्यसंगत्यापत्तः | यदि च नटस्य त्रादेरभावेन वास्तत्रतव्कार्याणां वध- 
बन्धादरीनामुत्पत्यसंभत्रेऽपि कात्रिमतन्कार्शाणां शिक्षाभ्यासादित उत्पत्तो नास्ति बाधकमिति 
निरीक्ष्यते, तदा प्रकृतेऽपि तुल्यम्‌ | अथ नाटे गीतवाद्यादीनां विरोविनां सत्तवात्‌ am- 
जिकेष्वपि विषयत्रमस्यात्मन: शान्तस्य कथमुद्रेक इति चेत्‌ , TA दान्तरसमभ्युपगच्छद्भिः j 
फलबलात्तद्रीतवाद्यादेस्तस्मन्विरोधरिताया अकल्पनात्‌ | विषयचिन्तासामान्यस्य तत्र विरोधित्व- 
स्वीकारे तदीयाळम्बनस्य संसारानित्यत्वस्य तदुद्दीपनस्य पुराण्श्रवणसत्सड्ठपुण्यवनती्थाविळोक- 
नांदेरपि विषयलेन वरिरोधित्वापत्तः | अत एवं च चरमाध्याये संगीतरत्नाकरे- à 
अष्टावेब रसा ANAN केचिद चूचुदन्‌ | 

तदचारु, यतः कंचिन्न रसं स्वदते नट: || 
इत्यादिना नाख्ऽपि दान्तो रसो अस्तीति व्यवस्थापितम्‌ | येरपि नाटे शान्तो रसो नारती-. 
्यभ्युपगम्यते तैरपि वाश्रकाभावान्महाभारतादिप्रबरन्धानां शान्तरसप्रधानताया अखिललोका-. 
नुंभवसिद्धत्वाच्च काब्य ASTA स्वीकार्यः | अत एब ' अष्टो area रसाः स्मृताः? इत्युप- 
क्रम्य ' शान्तोऽपि नवमो रसः? इति मम्मटभट्रा अप्युपसमहाणुः | 

Rasagangadhara ! 


Rasa is ninefold, because of the statement : 


f = = 
“ Srngara, karuna, santa, raudra, vira, adbhuta, 
hàsya, bhayanaka, and bibhatsa — thus they are nine ”.? 


And in this matter? the statement of the Sage ( Bharata ) is the final 
authority. 


But there are some who say: * 


“ Because Santa can be developed only from (the sthayibhava) Sama, and 
because Sama is impossible in an actor, there are only eight rasas in drama; 
Santa has no place in it". This is not, however, accepted by others. They say 
that the argument advanced ( by the advocates of eight rasas) namely that 


—— — — —————— — 
—— 


]. We have ased the KM (I2) Ed. )939, p. 35 ॥. 

2. We do not know where this verse could come from. We take it that 
Jagannatha ia saying that it is based on the Nárya&istra, not that it comes from the NS, 

3. Aira means : asmin vigaye, namely rasasaánLiyácisaye. 

4. Apare includes Jarannáütha himself. He of course accepts the existenee 
of $intarasa, i 
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sama is not possible in an actor, does not stand to reason, because we do not 
accept that the revelation ( i.e. aesthetic enjoyment ) of rasa ( ever ) takes place 
in an actor.’ As the spectators (on the other hand) can experience tranquillity, 
there is no difficulty in the arousal of (santa) rasa in them. It would not be 
proper to say that as the actor ( himself ) is devoid of $ama, he cannot be 
capable of acting in a manner congenial to $ama. For in that case, it will have 
to be accepted that, since an actor is devoid of ( genuine ) fear and ( genuine) 
anger, etc., he would not be capable of acting in a manner congenial to fear, 
anger, etc. also. Now, if there is nothing objectionable in the actor's being able 
to manifest, through special training, repeated practice, etc., the artificial effects 
of anger, etc., although there is no possibility in his case of the real effects of 
anger, etc., i.e. although he cannot actually kill or imprison ( the obiect of his 
anger ), then the same should apply in the case of sama as well. It may now be 
asked : “ How can there be the emergence ( udreka ) of Santa in the minds of 
spectators (of a drama), since there is in a drama vocal and instrumental music, 
etc., all of which are opposed (to the suggestion of the sthyayibhava Sama ), and 
since sania is by its nature averse to the contemplation of worldly objects (e.g. 
music, dance, etc. )?”” The reply is that those who admit the existence of santa 
in drama, do not believe that the presence of vocal and instrumental music in a 
drama acts as a hindrance to the emergence of santa, for the very reason that 
the result (namely the emergence of santa) is actually experienced ( phala- 
balat). If now it is maintained ( by the opponent) that thc contemplation 
of any worldly object is detrimental to the emergence of santa, then ( even in 
the case of non-dramatic poctry ), the alambanavibhava of Sama such as the 
transitory nature of worldly existence, and its uddipanavibhàvas such as listen- 
ing to the recitation of the Puranas, association with saintly people, visiting 
sacred penance-groves and holy places ( tirtha), being worldly objects (after 
all), will have to be regarded as detrimental to the emergence of santa (in the 
minds of the readers of non-dramatic poetry ). It is for this very reason that 
in the last chapter of the Sungitaratnakara, it has been said : 


“Some have urged that in dramatic compositions ( natyesu) there are 
only eight rasas. But that is not (at all) correct (acáru — unconvincing), 
because no actor ever actually relishes any rasa whatsoever ??, 2 


-— - —— 


l. Jaganoatha does not accept the fact that the actor has rasa, Bha (talollata, 
however, A. Bh.. p. 264 (Vol. I) believed that he does: vasablüvánám api rásaná- 
veáavaá:na nate sambhavád anusamdhibalác ea layádyanusaranát {for this phrase cf, 
Locana, Uddyota, II, p. )83, last line). Note too Dugarips, IV. 42 — kdvydrtha- 
bhavandsvado nartaka«ya na varyate, 


2, Saagitaratnakara, VII. 360, p. 400 of the Ed. by G. B. Bastri, Vol. IV 
Adyar Library, I933, Madras 
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By means of this and similar arguments it has been established (in 
that work ) that $antarasa exists (even in dramatic poetry ). Even those who 
hold the view that Santarasa has no place in dramatic poetry (matya) will 
have necessarily to accept its existence in non-dramatic poetry (kawya), 
( firstly ) because there are no such objections (to its acceptance in non- 
dramatic poetry ) as given earlicr, and (secondly) because it has been establish- 
ed on the strength of all people's actual experience that works like she Maha- 
bhàrata have Santurasa as their dominant emotional mood. It is for this very 
reason that (a great schoiar like) Mammatabhatta first opened his discussion 
(on the number of rasas ) with the words “ eight are the rasas in drama”! 
and concluded his treatment of the subject with the remark : ‘‘ Santa too has 
to be admitted as the ninth rasa (in non-dramatic poetry) ''. ° 


Of these — love, sorrow, disaffection, anger, enthusiasm, wonder 
mirth, fear and disgust are the abiding mental moods respectively ”. 
ON THE sthayabhava OF Santa 

(The sthàyibhava of santa, namely) nirveda* (“ world-weariness ” ) is 
a peculiar state-of-mind ( cittavrttivisesa ) which is also called by the name 
visayaviraga (*' aversion to worldly objects of enjoyment " ) arising from con- 
templation on thc eternal Reality ( nit yavastu ) and the non-eternal phenomenal 
appearances in the world (anityacastu). If, however, nirveda is (not the 
result of such contemplation, but is ) the result of domestic quarrels, etc., it 
is regarded as a vyabhicaribhava ( a transient mood) (since it is of a transi- 
tory nature). 

Now here is a difficult passage from the Rasaga/igàdhara on rasa : ® 

समचितललितसंनित्रशचारुणा meaa समर्पितें: सहृदयहृदयं प्रत्रिटरतदीय- 
सहृदयतासहकृतन भावनाविशेषमहिम्न। विगठितदुष्यन्तरमणीत्वादेभिरलोकिकविभावानु- 
भात्रव्यभिचारिदाव्द व्यपदेश्यं: दाकुन्तलादिभिराळम्बनकारणेः, चन्द्रिकादिभिरुद्दीपनकारणै:, 
अश्रपातादिनि: कार्यः, चिन्तादिमिः सहकारिभिश्च, संभूय प्रादुर्भावितेनालोकिकेन व्यापा- 
रेण तत्कालनित्रर्तितानन्दांशावरणाज्ञानेनात एव प्रमुष्टपरिमितग्रमातृत्यादिनिजधर्मेण प्रमात्रा 
स्वप्रकादातया वास्तत्रेन निजस्वरूपानन्देन सह गोचरीक्रिसमाण: प्राग्बिनितिशवासनारूपो 
रत्यादिरेत्र रसः ! 





]. AP., IM. p. 98 ( Jhalkikar's edition). 

2. KPa IV. 35, p. N7. 

3. रतिः शोकश्च निर्वेदक्राधोत्साहा श्व विस्मय: | हासा भयं जुगुप्सा च स्थायिभावाः RATES ॥ 

4. निलानिलवस्तुविचारजन्मा (चित्त््न॑त्तिविशेप:) विपयविरागाख्यों निर्वेदः ग्रहकलहादिजस्तु 
व्यभिचारी | 

6. On the two kinds of uirveda, ece the 4. Bh., ( Rnghavau's ed. p. ]05 ), 
surely the source of Jagusunáthu's remarks, 

6. Pages 25-27 KM. edition ]0939 
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तथा चाहुः - ' व्यक्तः स ्तमिभात्रादयैः स्थायिभावो रसः स्मृतः? इति । व्यक्तो 
व्यक्तिविषयीकृत: । ब्यक्तिश्च भग्नावरणा चित्‌ | यथा हि शरावादिना पिहितो दीपरतन्नि- 
वृत्तो संनिहितान्पदार्थान्प्रकादायति, खयं च प्रकाशते, एत्रमात्म चेतन्यं विमातादिसंत्रलितान्‌ 
WR | अन्तःकरणधर्माणां साक्षिमास्यत्वाभ्युपगतिः | विभात्रादीनामपि स्वम्नतुरगादी- 
नामित्र रङ्गरजताद्रीनामित्र साञ्गिभास्यल्मविरुद्धम्‌ | व्यञ्ञकत्रिभात्रादिचतणाया आत्ररण- 
भङ्गस्य तरोतत्तित्रिनाझाभ्यामुत्पत्तिविनाशो रसे उपचर्यते त्रणनित्यतायामित्र व्यज्ञकताल्या- 
दिव्यापारस्य गकारादो । विभावादि चणाववित्ादात्ररणभङ्गस्य, निवृत्तायां तस्यां प्रका- 
शस्याऽऽवृतत्वाद्वियमानोऽपि स्थायी न प्रकाशते | 


यद्वा ब्रिभावादिचवणामहि्ना सहृदयस्य निजसहृदयतात्रहोन्मिपितन तत्तत्स्थास्युप- 
हितखखरूपानन्दाकारा समाश्राबिव योगिन्चिततरृत्तिरुपजायते, तन्मयीमवनमिति यावत्‌ | 
आनन्दो ह्ययं न छोकिकसुग्वान्तरसाधारणः अनन्तःकरणवृत्तिरूपत्यात्‌ । इत्थं चामिनव- 
गुप्तमम्मटभद्रा दि प्रन्थस्थारस्येन भग्नावरणचिद्विरष्टो रत्यादिः स्थायी भावो रस इति 


स्थितम्‌ | 


वस्तुतस्तु वरक्ष्ममाणश्रृतिस्त्ारस्येन wears भग्नावरणा चिदेव रसः | 
सत्रथेत्र चास्या विशिष्टात्मनो विशेषणं विशेष्यं वा चिदंशमादाय नित्यत्वं खग्रकाशत्व॑ च 
सिद्धम | WAIA त्वनिल्सत्रमितरभास्यत्वे च | चणा चारय चिद्गतात्ररणभङ्ग 
एव प्रागुक्ता, तदाकारान्तःकरणवृत्तिवरा | इयं च परब्रह्माखादात्समाथेविंळक्षणा, विभावादि- 
विधयसंवलितचिदाल्म्बनत्वातू | भाव्या च काब्यव्यापारमात्रात्‌ । अथास्यां सुखांदाभाने 
किं मानमिति चेत्समाधात्रपि तद्भाने कि मानमिति पर्यनुयोगस्य qeuend | | सुखमात्य- 
न्तिकं यत्तदूबुद्रिग्राद्ममतीन्द्रियम्‌ ? इत्यादि: ाव्दोऽस्ति तत्र मानामेंति चेत्‌, अस्त्यत्रापि 
‹ रसो वे सः, रसं ह्येत्रायं ward wala’ इति श्रुति, सकलसढृदयम्रत्यञ्चं चेति 
प्रमाणद्दयम | येयं द्वितीयपक्षे तदाकारचित्तवृत््यामिका रसचत्रणोषन्यस्ता सा शब्द- 
ब्यापारभाव्यत्वाच्छाव्दी | अगरोक्षसुखाळम्बनलाच्चापरोक्षामिका | तक्तंवाक्यजबुद्धिवत्‌ | 
इत्याहुर॒मिनवगुप्ता वार्यपादा: | 

* Rasa—aesthetic enjoyment—is the sthayibhava rati, etc., which is of 
the form of a mental impression, already crystallised in the mind and im- 
planted in the mind since the time of birth (or since time immemorial ) and 
cognised ( or perceived) by the cogniser (i. e. by the reader or spectator) 


along with the joy of self-realisation ( nijasvarupanandena saha) which is 
absolutely real (and not imaginary), as it is self-luminous (svaprakasa) 
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(and does not require anything else to illuminate it). This cognition of a 
sthayibhava (such as rati, etc.,) is the result of an extraordinary function 
( of words and senses ) (i. e. it is brought by the function called suggestion ). 
( This suggestion ) is produced ( pradurbliavita ) by the appropriate alambana- 
vibhavas, uddipanavibhavas, anubhavas and vyabhicarihhavas (described in 
the poem or represented on the stage) acting jointly and simultaneously 
(sambhtya). The extraordinary function ( namely suggestion ) which is thus 
brought into play as a result of the vibhavas, etc., immediately removes the 
ignorance which acts as a screen (or veil ) covering up (or obscuring ) the 
blissful consciousness of the Self. And when the screen of ignorance is thus 
removed, the cogniser rises supcrior to and becomes divested of his peculiar 
properties such as being a limited cogniser ( etc. ). 


The vibhiavas, anubhavas and vyabhicaribhavas are first presented by 
the poet or dramatist to the reader ( or spectator ) through the medium of 
the poem (or drama) which is charming because of the appropriate and 
beautiful literary style ( adopted for conveying the vibhavas, anubhavas and 
vyabhicaribhavas ), These vibhavas, etc., enter (i. e., make an impression on ) 
the mind of the appreciative, sympathetic reader ( or spectator ). Then by 
the power of the peculiar mental reflection (on the vibhavas etc. ), on the part 
of the reader and in cooperation with his appreciative attitude, the vibhàvas 
etc., become divested of their individualistic limitations and become univer- 
salised ( or generalised ), and vibhivas like Dusyanta and Sakuntalà lose their 
individualistic natures as Dusyanta and Sakuntalà and stand out before 
us in the universal character of manhood and womanhood in general. In 
the realm of poetics, fundamental causal factors like Sakuntalà , exciting 
causal factors like moonlight, effect-factors like the shedding of tears and 
collateral, accessory effect-factors, like anxiety etc., are designated by the 
names @lambanavibhava, uddipanavibhiva, anubhava and vyabhicaribhava res- 
pectively. They are extraworldly ( 3/aukika, i. e. they are idealised (and not 
presented as they exist in ordinary life ) so as to serve the purpose of awaken- 
ing and nourishing a particular mental mood ( such as love etc. ). In the 
ordinary world they are called alambanakarana, uddipakarana, karya and 
sahakarin, but when idealised soas to suit the atmosphere of poetry and 
drama, they are known by the names vibhavas, anubhavas and vyabhicari- 
bhavas. 


** For it has been said that a sthayibhava revealed ( or suggested ) by 
the vibhàvas etc. is called by the name of rasa ".! Revealed (or suggested ) 
means “made the object of revelation (or suggestion)”. Now vyakti 
( revelation ) (in the context of rasa-realisation ) means consciousness ( pure, 





NE |. KP. IV. 28, p. 86, ( Jhalkikar'a edition ). 
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blissful consciousness of the Self), from which the enveloping screen is (tem- 
porarily ) removed ( bhagnavarana cid). Just as a lamp covercd by an earthen 
bowl (or wickcr-basket) begins to shine by it self, and illumines nearby objects 
as soon as the cover is taken away, in the same way pure consciousness in the 
form of the arman( i. e. the atman who is pure consciousness and supreme 
bliss ), which is covered by ignorance, desire etc. begins to shine on its own 
( svayam prakasate ) and illumines the sthayibhavas like rati, etc., along with 
(appropriate ) vibhavas, etc. For the sthayibhavas like rati are the properties 
(or attributes ) of the mind (in as much as they are of the form of mental 
impressions or instincts embedded in the mind ) and hence they arc admitted 
(by rhetoricians and Vedantins) to be capable of being illumined by the saksin 
(i.e. the àtman consisting of pure consciousness ) (as soon as the enveloping 
veil in the form of ignorance, desire etc., is removed ). There should be no 
difficulty in accepting that even the vibhavas, anubhavas and vyabhicaribhavas 
are illumined by the atman (although they possess an objective character and 
are objective entitities like għata, patra, etc. ), on the analogy of the horse etc. 
seen in a dream, or on the analogy of the silver ( erroneously ) perceived in 
a piece of tin ( rangarajata ). According to this view rasa is nothing but the 
subtle, latent instincts like love etc. As these instincts are permanent moods 
of the mind, rasa also is permanent in character. Now the question arises, 
how rasa is said to come into existence and cease to exist if it is permanent 
in its nature. The answer is that origination ( wfpatti) and cessation ( vinasa) 
really belong to the aesthetic experience ( carvan’ ) of the vibhavas, anubhavas 
and vyabhicaribhavas which are the suggestors of the rasa. Or origination 
and cessation may be said to belong to the avaranabhanga (removal of the 
screen in the form of ignorance, desire etc. which covers up the blissful con- 
ciousness ). But the origination and cessation are metaphorically transferred 
to rasa by laksana ( rase upacaryete). For this an illustration is given from 
the sphota doctrine of the grammarians. The letters in the form of sphota 
are really eternal. But they are in ordinary language spoken of as subject 
to origination and cessation, only ina metaphorical sense. They are said to 
be subject to origination and cessation because of the origination and cessa- 
tion of the contacts between the places of articulation ( palate etc.) and the 
articulators (tip of the tongue etc.). The duration of the removal of the 
screen of ignorance, desire, worldly distractions etc., is conditioned by the 
enjoyment (carvana) of the vibhavas, anubhavas and vyabhicaribhavas (i. e. 
the removal of the screen of ignorance etc., lasts only so long as the enjoy- 
ment of the vibhavas etc., last). The moment the enjoyment of the vibhavas 
etc., comes to an end, the light of one's own blissful consciousness be- 
comes veiled once again by the power of ignorance, desire, worldly distrac- 
tions etc., and the light of consciousness that until now illumined the sthayi- 
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bhàvas being itself enveloped, the sthayibhavas though permanent (i.e. though 
present and exisiting all along ), do not shine any longer, and their enjoyment 
comes to an end. This is the reason why, and this is the sense in which, rasa 
Is said to be subject to origination and cessation. 
Or we may say as follows : because of the enjoyment of the vibhavas, 
anubhavas and vyabhicaribhavas, which enjoyment is evoked ( or is called into 
play, unmisita ) by the sympathetic attitude of the appreciative reader or 
spectator), the mind of the appreciative reader or spectator dwelling on the 
various sthayibhavas, becomes transformed into the blissful consciousness 
which is the nature of the atman, just as in the case of a Yogin, his mind 
becomes transformed into blissful consciousness during deep meditation 
(samadhi). This transformation of the mind into the blissful consciousness 
( which is the real nature of the atman ) amounts to the identification of the 
mind with blissful consciousness ( tanmayibhavana ). Now this bliss is not 
comparable with any of the ordinary worldly joys; because ordinary worldly 
joys are a property of the mind ( antahkaruna ), ( while this bliss, kavyananda, 
is the essence of the atman itself). (Really speaking kavyananda is not 
identical with brahmananda or brahmasvada, because it is produced by the 
laukikas@magri, such as the contemplation of the vibhavas, anubhavas and 
vyabhicaribhavas as described in a poem or exhibited in a drama, and so it is 
essentially laukika. But still it is alaukika in the sense that it is not com- 
parable to any of the joys of this world. At the time of experiencing worldly 
joys, the atman enters into contact with the mind so that /aukikananda is 
cittavettisamyuktacaitanyasvarupa, But Kavyananda-or rasacarvanajanyananda- 
is $uddhacaitanyartipa, i. e. at the time of experiencing rasasvada the cittavrtti 
itself becomes transformed into the bliss of pure consciousness). Jagannatha 
sums up the view of Abhinavagupta and his followers on rasa realisation as 
follows : 

“Thus in the light of the real intention ( svarasya i.e. abhipraya ) of the 
works of Abhinavagupta and of Mammata and others, rasa is a sthayibhava 
such as rati, characterised by blissful consciousness (i.e. becoming the 
object of pure, blissful consciousness which is the atmanm's real nature) 
from which the covering lid has been removed ( bhagnavaranacidvisistah, i. e. 
bhagnàvaranacidvisayabhütah ). But, says Jagannatha, really speaking the 
view of Abhinavagupta and Mammata ought to be stated as follows : rasa is 
the blissful consciousness itself from which the covering lid ( of ignorance, 
desire and worldly distractions ) has been removed and of which the sthayi- 
Bhavas like rati have become the object ( ratyadyavacchinna bhagnavarana cid 
eva rasah). This emended statement of the view of Abhinavagupta and 
Mammata is based on the Sruti passage : raso vai sah. rasam hy evayam 
labdhvà ànandi bhavati. The difference between the two statements of Abhinava- 

XXV 


{76 शान्तरस 


gupta’s and Mammata's view consists in the shifting of the visesanavisesya- 
bhava. According to the first statement bhagnavarand cid becomes the viSesana 
and ratyadisthayibhava becomes the visesya. According to the second state- 
ment, ratyadisthayibhava becomes the visesana and bhagnavarana cid becomes 
the visesya. But according to Jagannatha, the second statement is much more 
in harmony with the Sruti passage quoted above, although the first statement is 
in keeping with what Abhinavagupta and Mammata have actually said in their 
works. “ But in any case, (i.e. under both the statements) the element of con- 
sciousness ( cidam$a ) is either a visesana (in the first statement) or a visesya 
(in the second statement), and one thing is certain ( or established ) that rasa is 
eternal (nitya ) and self-luminous ( svaprakasa ), because rasa is vitally con- 
nected with the cidamsa (either as visesana or as visesya) and the cidamsa is 
eternal and self-luminous. Thus from the point of view of the cidamSa, rasa is 
eternal and self-luminous, though from the point of view of the ratyadisthayi- 
bhava it is non-eternal ( anitya ) and illumined by something else ( para- 
prakasa or itarabhasya ". (Hence both the remarks, namely rasah nityah 
svaprakàsa$ ca and rasah anityah itarabhasya$ ca, are justifiable from their 
respective viewpoints. ) 


Jagannàtha then goes on to say that the relishing of rasa is nothing but 
the breaking off ( or withdrawal ) of the screen (or mantle ) ( of ignorance, 
etc.) covering the pure consciousness ( cidgatavaranabhanga ) or the trans- 
formation of the mind into the bliss of pure consciousness which is the 
nature of the atman ( tadakard, i. e. svasarupanandakara, antahkaranavrttih ). 
Now this aesthetic enjoyment (rasacarvana) is different from (and is not 
identical with) the meditational trance (samadhi or brahmasvada ). For it 
has for its object (alambana) the bliss of pure consciousness blended with 
the cognition ( or consciousness) of the vibliavas, anubhavas and vyabhicari- 
bhàvas —which are worldly or mundane matters ( visaya, i. e. samsarikapada- 
rtha). But brahmasvada or  parabralimasaksatkara is not mixed or blended 
with the cognition ( or consciousness ) of worldly matters. (It is visuddha- 
brahmavisayaka or àtmànandavisayaka ). Further, aesthetic enjoyment ( rasa- 
svada or rasacarvana) is the outcome of the special function, namely 
vyanjana peculiar to poetry, while brahmasvada is the outcome of the process 
laid down in the Upanisads, viz. Sravana, manana, nididhyasana, etc. [ Thus 
there is a difference between rasasvada and brahmdasvada with regard to the 
visaya ( object ) and the means ( karana or sadhana ) ]. 

We translate the next section ( beginning : athasyam sukhamSabhane, 
etc. ): 

“Objection : what evidence or authority ( manam ) is there for holding 
that in rasasvada (or rasacarvana ) there is the experience of an element of 
happiness (joy or pleasure) ( sukhamsa ) ? 
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Reply : A similar counter-question ( paryanuyoga ) could be raised in 
regard to samadhi ( or brahmasvada ). In other words it may be asked : what 
is the evidence ( or authority) for saying that in meditational trance also 
there is the experience of happiness ( or bliss ) ? 


Objection : Why, there is the following evidence (in the form of a 
quotation from the Bhagavadgita, to prove that in brahmasvada there is the 
experience of bliss). The Gita says (VI. 2! ) : sukham atyantikam yat tad 
buddhigrahyam atindriyam—which means that brahmasvada is full of happi- 
ness which is super-sensuous, which is perceptible directly by the intellect 


( intuition ) and which is atyantika, i. e. transcending every other kind of 
mundane joy. 


/ 
Reply : we ( too) have the authority of a scriptural ( upanisadic ) state- 
ment to prove that rasasvada is full of happiness. The scriptural statement 
is : raso vai sah. rasam hy evayam labdhva anandi bhavati.” 


[ Actually, however, this scriptural statement refers to the atman and 
not to aesthetic experience. The proper meaning of the statement is : “ That 
( atman ) is surely ( vai) rasa ( joy or bliss). Having realised the ( atman 
which is ) rasa ( bliss) he becomes happy or blissful." In the first part of 
the quotation, the atman is equated with rasa (i. e. ananda — supreme joy or 
bliss). In the second part of the quotation it is said that having realised 
that atman which is rasarupa or anandarupa, he, i.e. the spiritual aspirant 
(sadhaka), becomes supremely happy ( anandi bhavati ). But Jagannatha seems 
to have understood both parts of the quotation as referring to rasa in poetry 
or drama, i.e.as referring to aesthetic experience. He understood the 
second part to mean : '' having realised rasa, i. e. the emotional flavour, he 
(i.e. the sahrdaya or samojika) becomes supremely happy". But we 


doubt very much if the quotation from the Upanisad is capable of such an 
interpretation ]. 


“ [n addition to this scriptural statement serving as evidence to show 
that rasasvada is anandarupa, ihe anandarupatva of rasasvada is borne out 
by a second authority, namely the direct experience of the sahrdaya." Jagan- 
nàtha means that just as the anandarupatva ofthe brahmasvada is supported 
by the quotation from the Bhagavadgita, and by actual experience of the 
Yogins, in the same way the anandarupatva of rasasvada is supported by 
the scriptural passage given above ( namely : raso vai sah. rasam hy evayam 
labdhva ànandi bhavati ) and by the direct experience of the sahrdaya. 


Here is our translation of the next section : yeyam dvitiyapakse, etc. : 
“The rasacarvana (or rasasvada) which has been described by us above 
in connection with the second statement of Abhinavagupta's view as consist- 
ing in a mental condition transformed into the bliss which is the atman, well, 
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‘that rasacarvana ( or rasasvada ) is both sabda (verbal) and aparoksa (i. e. 
of the nature of direct experience — pratyaksarupa )". Jagannatha means 
that it is sabda because it is induced by sabdavyapara, namely vyanjana, 
and by abhidha which always precedes vyanjana. Rasacarvana (or rasasvada) is 
aparoksa (i.e. pratyaksarupa ) because its object is atmananda ( aparoksa- 
sukhàlambanatvat ). Thus rasasvada is both sabda ( i. e. sabdavyaparabhavya ) 
and aparoksa, just as the knowledge of the identity between the jivatman and 
the paramatman, arising out of the Upanisadic statement—tat tvam asi—, is 
sabda in so far as it is the outcome of the sentence fat tvam asi, and is also 
aparoksa (i. e. pratyaksartipa ) as it is a matter of direct, actual experience 
( sakstkara ) for the spiritual aspirant ( yogin ). 
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ADDENDUM 


P. IV, fn. |. : See the article by M. V. Patwardhan and J. L. Masson $ 
** Jagannatha on the Definition of Poetry ", Journal of the Oriental Institute, 
Baroda ( to appear shortly ). 


P. IX, line 2 : We must point out in all fairness, that this ascription 
is given only in the commentary of Ravicandra (see the Bhumika to the 
third edition of the Amaru$sataka in the NSP, ]954} and not in the Vedanta 
tradition itself. Madhava ( Vidyaranya ) does not mention the legend in the 
Sankaradigvijaya even though he does tell the story of his seeking sexual 
knowledge in order to respond to the questions of Sarada, Mandanamisra's 
wife. After having studied and put into practice Vatsyayana’s Kamasutra, he 
is also credited with a work on erotics : 


svayam vyadhattabhinavarthagarbham nibandham ekam nrpavesadharl | 
( from Narayana Ramicarya’s Bhumika, p. | to the Amaru ). 


The most commonly held belief of the Vedantasampradaya in relation 
to sexual love is expressed very graphically by Vidyaranya in his Sankaradig- 
vijaya, VIII. 25 ( p. 303, Anandasrama ed. ) : 

yasam stanyam tvayà pitam yasam jato 'si yonitah | 

tàsu murkhatama strisu pa$uvad ramase katham || 
But then, with the honorable exception of Kashmir Saivism, what religious 
system has been fair to women ? 


P. XIV, line ]] : Abhinava uses this same simile again in the Locana, 
p. 2l2 and adds : akalusodakadrstantena, on the analogy of a clean piece of 
cloth that is dipped into clear water and absorbs all the water. In the same 
way the sensitive reader absorbs poetry. 


P. 2, fn. ] : On p. 223, Vol. II of the A. Bh., Abhinava disagrees with 
Bhattatauta. It should be noted that Ananda too is not bound by tradition. 
Thus on p. 340 of the D. Al. he says that it is a mistake to slavishly follow 
the doctrine of Bharata : 

adu e i-i na tu kevalam sastrasthitisampadanecchaya, and again 
307७ PUR ४ aba bharatamatanusaranamatrecchaya ghatanam. 


P. 2, fn. 3, line 7 : There is no doubt that Anandavardhana knew 
Vakpatiraja’s poem, for on p. I73 (B. P. ed.) of the D. Al. he quotes a 
Prakrit verse which is No. 406 of the Gaiidavaho. Sec J. Masson and M. V, 
Patwardhan : “The Dhvanyaloka and the Gaüdavaho ", to be published in the 
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commemoration volume for D. D. Kosambi ( M. A. C. S. Research Institute, 
Popular Book Depot, Bombay ). 


P. 3. fn. 2: In view of Abhinava's elaborate commentary on the Natya- 
sastra, it is necdless to stress the importance of this work for his own theories 
of aesthetics. See the present authors’ forthcoming book : “ Nàtyasastra VI, 
with Translated Excerpts from the Abhinavabharati”, Deccan College 
Monograph Series. 


; P. 3, fn. : See J. Masson: “On the Authenticity of the so-called 
Bhamahavivarana of Udbhata ” forthcoming in the Indo-Iranian Journal. 


P. 4, line IO: Cf. Bhamaha, V. 3, quoted on p. 55. 


P. 5, last line of the footnote : this verse is also found in the Rama- 
yana, Ayodhyakanda, 05, 24. 

P. 6,line8: Ananda’s main contribution to literary criticism in India 
was that he asked, for the first time, the really serious and fundamental 
questions, e. g. : “What distinguishes great poetry from good poetry?” 
* Where does the essence of poetic experience really lie?” * What is the 
true purpose of figures of speech?” “How important is style?" See JL 
Masson : “ Philosophy and Literary Criticism in Ancient India ", in the 
forthcoming “ International Journal of Indian Philosophy” Vol. I, No. | 
edited by B. K. Matilal 


P. 4, line  : In Vol. IIT, of the NS (G. O. S.), p. 85, Bharata says 
that love lies at the base of all emotions. प्रायण सतरभावानां कामान्निष्पत्तिरिव्यंत | 
At XXII, 99 Bharata says that women are the source of all pleasure ! सुखस्य हि 
faat मूलम्‌ Perhaps love was chosen as all-important by literary critics be- 
cause in the drama, as in real life, it is its own reward. Cf. the lovely versé 
from Bhoja's Sarasvatikanthabharana V. 74 : 


yad eva rocate mahyam tad eva kurute priya | 

iti vetti, na janati tat priyam yat karoti sa [| 
* He thinks : ** My beloved does whatever pleases me." He does not know 
that whatever she does is ( automatically ) pleasant 


‘- P. 6, fn. 2: By oversight, we omitted the translation of the first 


three lines of the Skt. text from the A. Bh. Here they are: “Only those 
(spectators) whose hearts are like a clean mirror do not, at the time of 
watching a play (विव), come under the influence of emotions ‘like’ anger, 
infatuation, sexual desire, etc., which are (emotions only) appropriate to 
everyday life, ( and not to the changes we undergo when watching a drama ). 
For those (self-controlled people), when they listen to the ten types of 
drama, the collection of rasas ( i. e. the various rasas) presented by means of 
dramatic representation (i. e. presented in a drama — natyalaksanah) and 
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perceived through aesthetic experience consisting in generalised (i. e. deper- 
sonalised ) imaginative delight (rasana) is of course quite evident (sphuta 
eva). But for those who are not able to control their everyday emotions... 


P. I8, line ]3: Abhinava quotes the following definition of pratibha 
in the Locana, p. 9] : pratibha apuravastunirmanak sama prajna. “ Imagination 
IS that form of intelligence which is able to create new things. "' 


P. 20, line I5: We wonder though, if it is not possible to interpret the 
words samanyagunayogena in the line: yadi kavyarthasamsritair vibhavanu- 
bhavavyanjitair ekonapancasadbhavaih samanyagunayogenabhinispadyante rasas 
tat katham sthayina eva bhava rasatvam apnuvanti, found in the NS, VIT. 
after verse 7 ( p. 349, Vol. I of the G. O. S. ed. ), as a reference to sadharani- 
karana. It would be most interesting to see how Abhinava comments on 
this line. Unfortunately, his commentary on the 7th Adhyaya has not been 
found yet. 


P. 22, line]: Note Abhinava in Vol. TIT. p. ]24 of the A. Bh. on the 
paramatman and drama. 


P. 24, fn. 3, linell: Cf. A. Bh. Vol. IIT. p. 309: yat tu bhattana- 
yakenoktam “‘ siddher api natader angatvam vrajantyas tatpakse ° yam iti " tena 
natyangata samarthitaphalan ca purusarthatvad iti kcvalam jaiminir anusrta ity 
alam anena. 


P. 29, line I6: This isan error on our part for which we apologise. 
What Professor Pandey actually wrote ( in a personal letter to Mr. Masson, 
May |, l969) is: “ Bhaskara Kantha, the author of the commentary 
Bhaskari on the \svara Pratyabhijfia Vimarsini of Abhinavagupta wrote a 
long commentary on it, the fragment of which I saw in Srinagar which his 
descendants possess. °’ 


P. 34, fn. | : Anandavardhana, on p. 487 of the D. Al. quotes a 
stanza which earlier writers claimed to be an example of vyajastuti ( which 
Ananda rejects, since there can be no gunibhntayaigyata in V. and Ananda 
regards this verse as an ex. of aprastutaprasamsa ). On page 489 he says that 
the stanza is commonly attributed to Dharmakirti: tatha cayam dharmakirteh 
sloka iti prasiddhih. He then goes on to say that that is perfectly possible 
in the light of another stanza ( which he quotes ) that is definitely ( Locana: 
nirvivàdatadiyasloka ) by Dharmakirti. 


P. 34. fn. !, line IO : Tat tanmatapariksayam granthantare nirupayi- 
syamah means : “ We will deal with this in another work, in the examination 
of the Buddhist views ". Now the most usual way of understanding this is 
to assume that Ananda wrote a general work of philosophy (like the Sarva- 
dar$anasangraha ), in which he examined critically several different philoso- 
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phies. Abhinava’s remarks, which are based on first-hand knowledge, are 
confusing. Dharmottara wrote a commentary on Dharmakirti’s Pramana- 
viniscaya called the Viniscayatika, that has been preserved in the Tibetan 
Tanjur, though not in Sanskrit ( see Dharmottarapradipa, Tibetan 
Sanskrit Works Series, Vol. JI, Patna, I955— We are indebted to Professor 
J. W. de Jong for this information). Vivrtican either mean“ an explanation” 
in general, or it can be an actual commentary (e.g. Natyavedavivrti, and 
Pratyabhijnavivrti ). We could translate Abhinava's remarks as follows: 
“ Another work " refers to the commentary ( vivrti) called Dharmottari on the 
Vinis$cayatikà by the author of this work (i.e. the D. Al., that is, Ánanda- 
vardhana ). This (issue) has been explained in that work.” Or Dharmo- 
ttarj could be the name of the commentary on the Viniscaya (i.e. Darmakirti's 
Pramanaviniscaya ). In this case the meaning would be : “That issue has 
been discussed in the gloss which was written by this author (namely 
Ananda) on the Dharmottari, a commentary on the Viniscaya. " This would 
mean that Ananda wrote an actual commentary on a Buddhist text. To our 
knowledge, thereis no commentary by a Hindu writer on a Buddhist text. 
The work, therefore, would be unique. But we have seen that much of what 
Anandavardhana did was unique, and this need not deter us from explaining 
the lines in the manner we have. Jacobi ( ZDMG Vol. 57, p. 328) writes : 
Nach Abhinavagupta in Niscayatikà, bei der Erklärung der Dharmottarà. Es 
scheint nämlich dharmottamaya statt dharmottamayam gelesen werden zu 
müssen." The reading dharmottamayà is found in the KM ed. of the D. Al. 
( ]935 ed.) 


P. 46, fn. | : Note that Visvanatha speaks of this Narayana as being 
his great-great grandfather ( vrddhaprapitamaha i. e. prapitamahapita) SD. 
HI. 2-3. 

P. 5], line 2 : cf. NS XIX. 46 ( Vol. III, p. 80): 


yasmat svabhavam santyajya sangopangagatikramaih | 
prayujyate jnayate ca tasmad vai nàtakam smrtam || 


P, 53, Note that Abhinava in the A. Bh. Vol. HI. p. 24, remarks 
that the spectator does not think he is watching an actor, but feels it is the 
original character he is watching : preksakapakse na natabhimanas, tatra hi ` 
ramabhimana iti darSayati. 

P. 99, last line of text : In the A. Bh. $antarasaprakarana, Abhinava l 
twice ( once in the case of the jatyamsakas and again for the Dima ) justifies 
the fact that Bharata does not mention sanfarasa separately. But we find: 
it curious that Abhinava is silent on the many passages where Bharata speaks 
of alleight rasas but omits santa. For instance: in XX. 72, Vol. शा, p. !05, 
Bharata mentions the different Vrttis as they apply to each rasa. Santa is 
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not mentioned, nor does Abhinava defend its omission. In chapter XVII 
verses 28- 29, the various forms of kaku are mentioned for each rasa, 
excluding Santa, and again Abhinava ( Vol. II. p. 396) has no explanation. 
The same is true of XVII 03-]04, where the svaras are mentioned for each 
rasa, and Vol. II, p. 398, where the pathas are given for each rasa, excluding 
Santa. 


P. I39, fn, 2 line: This might refer to a pathantara of the NS text 
itself. 


r 


P. I45, line : We drop nanu as in the NSP ed. of the Dasarüpaka. 


P. 50, note 3: We cannot agree with Dr. Raghavan and the late 
S. K. De when they hold that Dhanika did not allow Santarasa even in 
poetry. We think he did. Clearly both scholars have followed the NSP 
edition, which reads, in the avataranika to verse 45 (ch. VI) nanu before 
santarasasya (as well as anabhidheyatvat in place of anabhineyatvat ), which 
would turn this passage into the words of the Pürvapaksin. Thus the 
final phrase: kavyavisayatvam na nivàryate is the position of the Pürva- 
paksin. Now comes the difficulty : who speaks the words atas tad ucyate? 
If we suppose that this is the Pürvapaksin, who is seeking support in the 
line of Dhanafijaya, then the pürvapaksa must continue with santo hi yadi 
tavat up till svadayitarah santi. But these two positions are contradictory : 
in the first part, sànta is admitted in poctry, and in the second part it is 
excluded. So the words atas tad ucyate must be the words of Dhanika. 
But this also makes bad sense, because if Dhanika is responding to the pürva- 
paksa, he would be interpreting verse 45 to mean that there is no santarasa at 
all. In that case, what would the words at the end of the paragraph: taduk- 
tyaiva santarasasvado nirüpitah mean? Obviously they are meant to esta- 
blish some sort of existence for santarasa. In view of these arguments, we 
feel that the reading nanu is not correct, since it seems to us clear, both from 
our interpretation of VI. 45, and from the concluding lines of the Avaloka 
thereon, that Dhanika did accept sàntarasa in poetry. Without nanu, the 
avataranika is by Dhanika himself, and is meant to introduce the notion of 
santararasa in kàvya. Atas tad ucyate follows most logically : * Therefore, 
the following is said:". Now the words santo hi yadi tavat represent 
Dhanika’s objections to the description of santarasa given in the verse na 
yatra duhkham etc. He ends his objection by saying: na ca tathàbhütasya 
santarasasya sahrdayàh svadayitarah santi, “There are no sensitive readers who 
could enjoy such a sàntarasa." In the Gujerati Press ed. the next words are 
athapi, namely, ‘‘ nonetheless”, i. e. in spite of this definition of santarasa, 
we can admit its existence by understanding it to be, not an indescribable 
state, but one in which there is mudita etc. In other words, Dhanika accepts 


‘।94 शान्तरस 


santarasa, but he refuses to characterise it as negative the way the definition 
he quotes does. The reading of the NSPed., simply atha, makes bad sense, 
for this would have to be part of the pürvapaksa, which would, in that case, 
never be answered by the siddhànta. It is clear from IV. 45, that Dhanafijaya 
accepted some form of santarasa. We accept the reading anirvacya, since 
nirvacya would mean simply: It can be defined, or explained. But if this is 
what Dhananjaya felt, why did he not mention it among the 8 sthayibhavas? 
The reason is that it follows automatically, since it consists of mudità etc., 
which are the same as vistara, vikàsa, etc. which were already mentioned in 
IV. 43, and so there is no need to mention it separately. This is what is 
meant by anirvacya. If Raghavan and De are correct, how would they 
explain the line in the Avaloka : taduktyaiva santarasasvado nirüpitah, which 
clearly indicates that sàntarasa can be aesthetically enjoyed ? 
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and drama, |6. 
and blindness, ]9. 
compared to a wife, 54, 
Poetic vision, 53-57. 
pradhanya, I5. 
prakarana, 74n. 
prahasanas, 38. 
Pramanavarttika, 34n. 
Pramànaviniscaya, 92. 
prasajyapratisedha, 99n. 
Prasannaraghava, 59. 
Prataparudrayasobhusana, 63n, 
85n. 
pratibha, I3, ]6 7, ff., l8n, Il9n, 20, 
9]. 
pravrtti, l07n. 
prayojana, l55n. 
Primary world (and secondary world), 
84n. 
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priti, XVII, 54, 54n, 
l62. 

profession vs. description, 8. 
Proust, IX. 
purusarthas, ]]!, ]22n. 
Puranas, |37n, 39. 
pürvaranga, 52n. 
pütras te jatah, 7. 

R 


Raghavabhatta, 58n. 

Raghavan, V., lI, V, l0n, 5, 26, 29n, 
45, S2n, 53n, 67n, 70, Tin, 72n, 
85n, l02n, I03, l07n, l20n, I25n, 
]28n, }SOn, l60n, ]93, I94. 

Raghuvamsa, 3, 79n, I$56n. 

Raikva, ]22. 

Raja, K. K., I, 7. 

Rajatarangini, XIII. 

Rajasekhara, 2. 

Rama, 47n, 63, 64, 64n, 68n, 69, 74, 
82n, ]05, 35, ]46. 

Ramayana, 2, 2, 35n, 74, 79n, 
83n, 84n, 85, 04, ]05, ]08,- 
90. 

rasa, VIII, XII, XVIII, ( surrender of 
self in) 7, I2, l2n, ]6, 23, 28, (and 
the-I consciousness), 32n, 50, ( def- 
nition of), Sl, (analogy with tree), 
52, 53n, 54, 55, 57, 58, 59, 65, 65n, 
68, 69, 70, 73, 75, 76, 78, 79, 84, 
83, 85, 87, 87n, 88, 93n, ( number 
of ), 94, 96, l05 (in the Ram. and 
M. Bh. ), lll, !l2, ]35, 38, l43n, 
(number of), ]53n, ]58, 59, I60, 
(as suggested ), 7, ]72. 73, 74, 
I75, ]76. 

rasadhvani, 6, ]8, 5}, 8I, ।53. 

Rasagangadhara, II, JV, XIIn, 20, 
63n, 679, 85, !64, ]67-]77. 

Rasapradipa, 639, 65n, 68n. 

rasapratiti, 72, }35n. 

rasasOtra, 43, 57. 62n, l23n. 

rasasvada, 2 4n, 26, !5!, ।57, ]58, 59, 
60, 64, 375, 77. 


55, 67, 77n, 


82n, 
I08n, 
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raso vai sah, ]76. 

rati, I22, 28, ]3]. 

raudrarasa, VII, 96, 30, 
70. 

Ravicandra, ]89. 

Rawson, P., I. 

Realism, 7ln. 

Religion and literature, XVI. 

Religious belief, V. 

Religious ecstasy and poetry, 2]. 

Religious preoccupations in poetics, 
VI-VII. 

Renou, L., I, lI, 85n. 

Repose, I33. 

Richards, I. A., IV, XVI, 86. 

Ritual and theatre, 43. 

Rudrata, 93. 

Ruyyaka, ]58. 


I30n, I4I, 


5 
Sabda, 77, 
sadava, 54, l54n. 


sadharanikarana, 20, 49, 64n, 72n, 
74n, 75n, 9]. 

sadyomukti, 62. 

Sahityadarpana, II, 46n, 84n, I64- ' 


}66. 

sahrdaya, IV, VJI, XI, XII, 6, 23, 47, 
59, 78 (defined), 84n, 58, ]59, 
I76. 

sahrdayahrdayasamvedya, l62n. 

sahrdayata, 45. 

sahrdayatva, ]62 

Sahrdayaloka, 8, 8n 

Saivism, Kashmir 
]30n, ]89 

sakama, I49n. 

saksin, 26 (and rasa), 73n, 
73. 

sakti, 4], 42, 46n, 59n. 

Sukuntala, 57, 58 

Sakuntala, 48n 

sama, 5, 30n, 35, ]28, ]32, 49, 68 
I69 

samagri, 69, 73. 


IX, 24, 27, 33, 


]53n, 
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samadhi, 24, I39n, 60, 74, 75S. 

samnyasa, 34. 

Sampradayaprakasini, {8. 

Samsara, 52, 52n. 

samskara, \37. 

samyagbodhi, 22n. 

samyagdarsana, ]22n. 

samyagjnana, l26n. 

sanghatana, |5. 

Saügitaratnakara, l60n, i69, 69n. 

Sangrahasloka, 99n. 

Sangrahakarika, ॥39. 

Sankara, IX, XVI, 25, 250, 30n, 62n, 
]23n, l6l. 

Sankaradigvijaya, 89. 

Sankhacuda, ]36n. 

Sankhya, 67n. 

Sankhyakarika, I25n. 

Sankuka, 63n, 68, 68n, 69, 69n. 

Santarasa, III, V., VII, VHI, IX, X, 
XIII, XVI (its absence in early 
drama), I2, 32n, 92, 94, 96, 96n, 
97, 98, 99, ]00, l0l, I02, 03, 05, 
06, 4], 20, 23, 24, ।25, 28, 
I29, 230, 33, 35, 37, 38, ।39, 
40, 4. l42n, 49, 66, 50, 5!, 
67,!68, 69. 70. 

santarasaprakarana, l39n. 

sapeksa, llOn. 

Saradatanaya, l60n. ` 

Sarasvatikanthabharapa, 90. 

sastra, 4, 7, 9, 30, 55n, 66n, 78, 86, 
08. 

Sastranaya, ]72. 

sattva ( guna), 77n. 

sattvati, |4l. 

sattvikabhavas, I20n. 

Satyakima Jabala, J22n. 

Saundarananda, 3, 4n, 6, I07. 

savikalpasamadhi, 26n. 

screen ( of ingorance ), I72. 

sealing wax (compared to mind, du- 

' ring literary experience ), 83n. 

Self, 67, I32, 32, 33, 63. 


शान्तरस 


Semen ( ejaculation of), 42n. 

Senses (enjoyment in ), 3l. 

Sexual analogies, 25, 27. 

Sexual intercourse, 28, 4l, 42, 43, 

*]00. 

Sexual pleasure, IX. 

Shah, P., 36. 

Shastri, P., 52n. 

Shastri, Srinivasa, I2ln, I3ln. 

Siddhantasastra, 39. 

Silburn, L., XII, I9n, 27n. 

Sita, 63n, I05, l05n. 

Siva, 4], 44, 49, 5I, (dance of), 52, 
]39n. 

Sivadrsti, 33. 

Sivarasa, 39. 

Sivasütra, 46n. 

Sivopadhyaya, 29, 30n. 

Sloka, 83. 

Smrti, ]22. 

Soka, 82, 84n, 87, 87n, 29. 

Somananda, 33. 

Sorrow in drama, 64. 

spanda, 32n. 

Spandakarika, l9n. 

speech ( as acow), 23. 

sraddha, \39. 

Sreekantiya, T. N., ITn. 

Sridbara (commentator on KP ) 037 

, 67n. 86n. | 

Sritantrarajabhattaraka, 4l. 

Srngararasa, VII, 2, ।4, 43, 45, 95. 
I00, ]00n, , I20n, 22, ।24, I4. 

Sruta, 28. 

srutidusta, 66. 

Stallworthy. J. 60n. 

Stavacintàmani, 44n. 

sthàyibhava. 48, 88, 88n. I24, 450, 
7]. 

Stchoupak, N. II. 

Suggestion, 7, 8, ]09. 

Suggestiveness (see vyanjana,), 77, 87, 

Sukthankar, |Il0n. 

Suicide, 34. 
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INDEX 


Soktimuktavali, 30n. 
Sutralankara, ]35n 
svabhàvokti, 7!, Tin 
svaccha, (colour of santa ) 
l4in 
svara, l93. 
svasabdanivedita, 5, 7, l08n, l09n. 
svasamvedya, 56n. 
svatmacamatkara, 43. 
T 
Taittiriya Upanisad, 25, 250. 
tanmayibhavana, VII, 49, 49n, 
Tandava, XI. 
tantra, 66. 
‘Tantraloka, 
42n, 49, 49n, Sin, 59n, I33n, l63n, 
Tantrasara, 45,.59n. 
Tantric rituals, IX, XI. 
Tapasavatsaraja, ]32n. 
tatastha, VII. 
tatasthya, 63, 67. 
tatparya, 7. 
tattvajüàna, 35n, 92n, I]!, Ilin, 25, 
]27, l27n. 
Tattvaloka, 33, 55n, I2, 
Tat tvam asi, |77, 
Theatre & Tantric Ritual, XI. 
Theory & practice ( disparity between) 
IX. 
Tirtha, 69. 
Tolkien, J. R. R., 84n. 
Transcendence in literature, IX. 
trasa, ]33. 
trivial vs. numinous, VIII. 
trsnaksayasukha, 98n, 99n. 
Truth and falsity (inapplicability to 
literature ), 9 
Tynan, K., I0. 


]20n, 


74. 


]]2n. 


U 
Ubhayabhisarika, 35n. 
Udbhata, 3, 35, 7ln, 86n, 95n. 
Universalisation, 72n, 74n. 
unmatta, XII. 


XI, 20, 200, 33, 40, 4, 
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Upalocana, 87n. 

upangabhinaya, |32n. 

Upanisads, XII, XIII, 25, 722, 28, 
upeksa, I5!. 

Utpaladeva, 2, 33n, 44, l64n. 
utpatti ( as applied to rasa ), 75. 
utsaha, I0], ]29, ]33. 
Uttararamacarita, 26, 79n. 
Uttungodaya, 2, 23n. 


V 


vacyartha, 8, I6l. 
vairagya, 36, I05, 27, l27n. 
vaisayikasukha, ]67. 
Vajracchedika, 22. 
Vakpatiraja, 2, 89. 
vakroti, 7!, 7ln. 
Vakroktijvita, I9n, 
Tin, 77n 
Valmiki, 6, 79, 79, 82, 83, 05 
Vamana, 3, 66, 7In 
vasana, 48, 50, 58, 58n, 74, ]39. 
vastudhvani, 6, 50, 75n, 8], 8ln, 
88, 89. 
Vasudeva, Il. 
Vàsuki, l60n. 
Vatulanathasttra, l9n. 
Vedas, 54, 86n. 
Vedanta, 73n, 6i, ]89. 
Vedantasara, 26, 26n. 
Venkatacharya, T., 35n. 
Venugopalan, K., 5]. 
vibhavas, XII, 63n, 64, 84n, I72, 
Vidüsaka, I29n. 
Vidyacakravartin, I8. 
vidyadhara, 86. 
Vidyaranya, I63, ]89. 
vikasa, 67, 72n, 77, 77n, 5]. 
vighna, 46, 47. 
vijigisutva, ]47, I47n. 
Vijiianabhairava, 25n, 27, 27n, 28n, 
29, 59n, 89. 
Vikramorvasiya, 74n. 
viksepa, ]5]. 


35n, 36n, 
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Vimalakirtinirdesa, !22n. 

vinoda, XVII, 62. 

vipralambha, 82, 0, Il0n. 

virarasa, 96, I0l, 02, I!, ]30, l30n, 
।33, 42. 

virodhalankara, ]53. 

vismaya, 46n, 29. 

Visnu, i08. 

Visnudharmottarapurana, 36, 37. 

visranti, 6]. 

vistara, 67, 72n, 77, 77n, I5]. 

Visvanàtha, I22n, 64, 92. 

Visuddhimagga, l5Sln. 

Vrttis, 92. 

vyabhicaribhavadhvani, 88. 

vyabhicaribhava, l09n, l2In, 
33. 

Vyaktiviveka, II, 8, 9, 20, 86n, 58. 

vyangya, 8, 65n. 

vyañjanā, IV, 7, 26, 65, 75, 75n, 76, 
I77. 

vyapara, 86. 

Vyasa, l07n, ]22. 

vyutpadya, 55. 

vyutpatti, 7, 54, 54n, 67, 69, 77n. 

vyutthana, I3ln, 60. 
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शान्तरंसं 


W 
Wain, J., IV. 
Warder. A. K., 359, 
Wilson, E.. XII. 
Wine, 42. 
Witness, 63. 
Woods, J. H., l00n. 
Wright, E. G., l35n, l4ln. 
Y 
yama, I00. 
Yeats, 8ln. 
yoganidra, I56n. 
Yogasütra, I9n, 74n, 92n, I00, Il25n, 
l3In, ]32n, l37Tn, lSln. 
Yogasttrabhasya, ]25n. 
Yogavasisthamaharamayana, IX, 29, 
3], 32, 40, 55n, 84n, ll2n. I3ln. 
Yogesvara, 7n. 
Yogin, 6, 74. 
Yudisthira, I05n, 48. 
Z 
Zen, l00n. 


Line 

fn. 2, line 8 

fn. 2, line 7 
3 

fn. I, line 5 


fn. 3, line 3 


fn. l, line 4 
fn. 2, line | 
fn. 4, line 4 


fn. 2, line 3 


ERRATA 


For Read 
Sanskvit Sanskrit 
Philosohhy Philosophy 
Vakrotkijivita Vakroktijivita 
consgined consigned 
dessicate desiccate 
hierachy hierarchy 
Locanu Locana 
fulfill fulfil 
love-makiug love-making. 
perosn person 
p. ]937 p. 57, I937. 
E. I. E. g. 

Add a danda after kavyam 

was were 

Sütra Sütra 

fas far 

Trantric Tantric 

Dhanyasloka Dhanyasloka 

bocomes becomes 

सच्छाआइ सच्छआइँ 

now not 

सातिशाये सातिशये 

muiabijasthanivah mulabjiasthani yah 

तासामनादित्व तासामनादित्वम्‌ 

Should should 

ब्रह्मस्वाद ्रह्मास्वाद 

Hiriyana Hiriyanna 

रसेनेति रसनेति 

ह्य ga: 

saccidanauda saccidananda 

भट्टलोलटपक्षा भट्टलोलटपक्षा- 

प्रतिपोद्यत * प्रतिपाद्यते 

the the the 

Slokaracanarupe slokaracanarupe- 

' tyarthah tyarthah 

Drop the sentence * Note the Rasapra 
ele sos 


take 
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Page Line For Read 
88 24 bhàvaprasama bhavaprasama 
88 25 between, them between them, 
89 3 rcach reach | 
92 35 thcse these 
93 28 adhikrtyo adhikrtya 
94 ]4 ` तूष्णा तृष्णा 
98 32 °जुगुप्सारुपत्वाद्‌ °जुगुष्सारूपत्वाण 
99 26 Arya verses Arya verses and sloka 
verses 
I02 23 grahanam grahanam 
03 ]3 तेनादीर्ण तेनोदीर्णं 
I09 I8 संबन्धः संबन्धः 
0 33 p. 30 p. 309 
Il| 0 enjoyment experience (of pleasures 
( of pleasures ) and sufferings ) 
I5 6 तावतू तावत्‌ 
l45 l4 विस्पयमानस्य विस्मयमानस्य 
6 5 IIT, पृथग्‌ 
6 ]5 रूपम रूपम्‌ 
]!6 22 औग्रथाम्‌ MATA 
7 20 धर्मात धर्मात्‌ 
lil8 2 शक्तिश्चेदिति शक्तिश्चेति 
ll8 22 शुङ्गारादीन शुङ्गारादीन्‌ 
2] 8 arouse arouses 
I2] 45 सम्यग्दर्शनसमवस्था सम्यग्दरीनसमावस्था 
']24 2। vibhava - vibhavas 
33 8 -' gust® gust? 
36 43 “परिरक्षकेन *परिरक्षकेण 
43 I dharmavira dharmavira 
I63 6 that than 
65 28 “संद्ञायास्तथा PHSTSITTHT 
69 23 who say* who say 
69 25 accepted by others. accepted by others. 
I70 6 are is Í 
I7I Foot Note 5 Raghavan’s ed, Raghavan’s “ Number of 
Rasas ” 
73 3 brought brought about 
9i 5 apurava apürva 
. 93 3 Ch. VI Ch. IV 
]93 27 VI. 45, IV. 45, 


93 37 i words are word is 


Siva’s cosmic dance has no purpose. It is the spontaneous 
expression of overflowing bliss; it is art. 


Abhinavagupta (0th cen.) 


Descriptions of loveemaking among the gods may offend 
some people's notions of propriety, but if the poet is gifted 
with imaginative genius, the sensitive reader will not find 
them obscene. 

Anandavardhana ( 9th cen. ) 


This whole universe is no less a figment of one’s imagina- 
tion than is the world created in drama. Nor is it less 
beautiful. | 

Bhattanayaka ( I0th cen ) 


There are poets, blind from birth, who see more deeply 
than the rest of us. Their eye of imagination never closes. 
Rajasekhara (9th cen.) 


To respond deeply to literature and to understand one's 
own Seli are the same thing. 


Abhinavagupta. 
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